Welcome home : return, rehabilitation and reconnection; architecture as a kaitiaki for taonga Māori by Topless, Jacqueline
Welcome Home:
Return, Rehabilitation and Reconnection; Architecture as a Kaitiaki for Taonga Māori
Jacqueline Topless, 1444743
Principal Supervisor: Christoph Schnoor
Associate Supervisor: Rau Hoskins
An Explanatory Document submitted in partial fulfillment of the requirements for the degree of Master of Architecture (Professional). 
Unitec Institute of Technology, New Zealand 2019.
Word Count: 21,264

1Abstract
Taonga Māori are generally understood as a treasure, or anything of 
high value. The term has become a part of New Zealand legislation 
through its inclusion in the Treaty of Waitangi and the Resource 
Management Act 1991. This project focuses on the importance of the 
reconnection of taonga to their people. The project uses architectural 
design as a kaitiakitanga (guardian) to aid in the preservation and 
retrieval of Taonga Māori, enabling their return to iwi of New 
Zealand. The resulting building not only provides for preservation 
of taonga but also accommodates the cultural and spiritual aspects 
required to facilitate a strong bond between iwi and taonga. This 
project is intended as a koha (gift) to Māori, in order to enable further 
development within this field, using architecture in taonga retrieval 
and rehabilitation.
This project is a response to the belief that Māori should create their 
own cultural centre. The need for a specific centre, such as the one 
proposed in this study, stems from the existing conflicts between 
traditional western museum practices and approaches and the 
spiritual and cultural needs of indigenous people. There are currently 
limited facilities to aid in culturally appropriate treatment, return, 
and reconnection of Taonga Māori. Investigation into Tikanga 
Māori, consultations with Māori cultural and architectural advisors, 
as well as a culturally based understanding of Puketutu Island, have 
resulted in the design of a Taonga Rehabilitation Centre.  
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7Preface
I grew up in Rotorua, Aotearoa/New Zealand, playing rākau games 
for team building exercises and learning poi as a part of my primary 
school curriculum, along with being an enthusiastic participant in the 
kapa haka group. I stood out from many of my classmates due to my 
platinum blonde hair and fair features. Being a Pākehā girl growing up 
in a heavily Māori influenced environment resulted in opportunities 
during my schooling, such as; marae stays, and studying in a marae-
based classroom design, utilising education approaches which drew 
on Māori values and tikanga. The notion of tapu has always intrigued 
me, and from a young age part of me has always felt the spiritual 
presence of tapu. An example is when visiting a graveyard, the action 
of splashing water on oneself is used to break the state of mind to go 
back to the everyday world. The logical part always wanted to know 
more about the significance of the ritual and why it was performed.
Moving to Auckland to pursue my interest in architecture was a 
cultural shock. Coming from a town filled with Māori culture, 
surrounded by people, carvings, architecture and places of cultural 
significance it was part of who I am to behave in ways that were 
culturally respectful, and avoiding behaviour, and actions that 
were considered tapu. I believed this was a part of day-to-day life 
throughout New Zealand. It was a shock to realise many people are 
not exposed to this side of Aotearoa/New Zealand. This experience 
highlighted how growing up in Rotorua was a unique childhood, to 
be a European growing up with a Māori world view. 
The spark for this project came from completing a previous 
assignment while studying at Unitec, within the Research Methods 
course, I came across the book; Tracking Traveling Taonga, A Narrative 
Review of How Māori Items Got to London from 1798, to Salem in 1802, 
1807 and 1812, and Elsewhere up to 1840 by Rhys Richards. This stated 
“David Simmons, former Director of the Auckland Museum, located 
over 5,000 Māori items,”1 overseas. With my personal understanding 
around taonga being more than just material objects, this number 
seemed incredibly high. This story of Simmon’s repatriation work 
ignited a desire to develop an architectural solution that would enable 
these taonga to come home. 
Coming from my position as a young Pākēhā woman, I acknowledge 
the importance of seeking input and guidance from Māori, to ensure 
the architectural work I undertake is appropriate or ‘tika’; as such, I 
drew on the expertise of several Māori experts and was supervised 
by Māori Architect Rau Hoskins. Through the design process I have 
extended my knowledge of tikanga Māori, Māori culture, and the 
history of this country. 
1  Rhys Richards, Tracking Traveling Taonga, A Narrative Review of  How Maori 
Items Got to London from 1798, to Salem in 1802, 1807 and 1812, and Elsewhere up to 
1840 (Wellington: Paremata Press, 2015), 7.
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9Glossary 
 ● Māori 
- Indigenous person of New Zealand
 ● Taonga
- Treasure, anything prized - applied to anything considered to 
be of value including socially or culturally valuable objects, 
resources, phenomenon, ideas and techniques.
 ● Iwi
- Tribe - a large group of people descended from a common 
ancestor and associated with a distinct territory
 ● Kaitiaki
- Guardian
 ● Kaumatua
- Elder- a person of status within the whānau (extended 
family)
 ● Hui
- Gathering / meeting
 ● Pākehā
- European
 ● Pōwhiri
- Welcome ceremony on a marae
* All above definitions from the Te Aka Online Māori Dictionary.2
2  John C. Moorfield, “Te Aka Online Māori Dictionary,” accessed August 26, 
2019, https://maoridictionary.co.nz/.
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Introduction 
Background of the Project
The history of how taonga ended up in a variety of museums and 
private collections overseas is long and complex. Some were given 
as gifts, and the recipients have since either returned the taonga to 
Te Papa Tongarewa, Museum of New Zealand, or sold on to other 
collectors or dealers. Additionally, other taonga were sold or used 
to barter. More devious ways of acquisition cannot be ignored 
where taonga were removed from sacred places without the correct 
ceremonies being performed, were confiscated, or even stolen. The 
history of how the taonga were taken can still cause distress for iwi and 
this is therefore acknowledged within this projects design.3 In 1901, 
the New Zealand Government enforced legislation that restricted 
the trade of taonga overseas causing trade to reduce dramatically. 
Several of the bicultural initiatives that occurred in the 1960s were 
introduced to “bring about a degree of reparation for past losses, 
ranging from economic resources to spiritual authority”. Karanga 
Aotearoa Repatriation Programme run by Te Papa can be viewed as 
an “effort to redress the injustices of the past arising from the ways in 
which taonga were lost to those who had created them.”4
3  Te Papa Museum of  New Zealand, Icons Ngā Taonga: From the Collections of  the 
Museum of  New Zealand Te Papa Tongarewa (Wellington: Te Papa Press, 2004), 2.
4  Te Papa Museum of  New Zealand, Icons Ngā Taonga, xiii.
Taonga is defined as “treasure, anything prized – applied to anything 
considered to be of value including socially or culturally valuable 
objects, resources, phenomenon, ideas and techniques.”5 Although 
taonga can include a variety of different materials, this project focuses 
on taonga made from: wood, flax, animal fur or feathers, plant fibres, 
natural paint, dye and pigments, bone, pounamu, stone, and shell, as 
these are the most common traditional taonga materials. This project 
focuses on the following types of taonga: weapons, tools, cloaks, 
clothing, recreational items, and gifts. 
David Simmons’ research shows more than 5,000 taonga Māori have 
left the country over the course of time and the tangata whenua 
origin of only a few of these treasures is known. Historic records 
explain that some of these artefacts were given as gifts, while others 
were taken unjustifiably. Most of the earliest surviving taonga with 
a known origin are from Captain Cook’s collection. His collection 
spread the new-found knowledge of New Zealand and the Māori 
people to the rest of the world.6 Multiple taonga have been returned, 
to date, such as; several Māori carvings and tools, multiple weapons 
and cloaks7 and large numbers of human remains. Taonga are 
normally welcomed back into New Zealand with a pōwhiri.8
5  Moorfield, “Te Aka Online Māori Dictionary.”
6  Richards, Tracking Traveling Taonga, 7-9.
7  Te Papa Museum of  New Zealand, Icons Ngā Taonga, 2. 
8  This has happened through the Karanga Aotearoa Repatriation Programme 
discussed later within this project. Te Papa Museum of  New Zealand, “The 
Karanga Aotearoa Repatriation Programme Te Kaupapa Whakahokinga Mai 
a Karanga Aotearoa,” 2017, https://www.tepapa.govt.nz/about/repatriation/
karanga-aotearoa-repatriation-programme.
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Iwi beliefs and customs regarding appropriate treatment, restoration 
and preservation of the taonga as well as cultural and spiritual 
traditions, guide the design process of this project. Ultimately taonga 
will be returned to the iwi. The architectural outcome aims to 
facilitate the storage of taonga until the iwi are ready to collect or gift 
them to other institutions such as a museum. Therefore, it is essential 
to facilitate ceremonies or rituals deemed necessary by the various iwi 
in the return of the taonga to its people. Collaboration between Iwi 
and the staff of the proposed repatriation centre is necessary because 
it would allow appropriate treatment of taonga to take place. Thus, 
the design process must consider the inclusion of spaces that can 
accommodate Hui (meetings) and communal gatherings. 
Māori believe that “taonga held by museums are asleep until they 
are reconnected to iwi”.9 This project aims to address this need by 
providing an alternative to the current repatriation programmes 
offered in New Zealand. This would allow iwi to participate in the 
treatment of their taonga and choose where and how it should be 
housed. By allowing this, the Taonga Rehabilitation Centre gives iwi 
ownership of their treasure and respects their customs.
9  Conal McCarthy, Museums and Māori : Heritage Professionals, Indigenous Collections, 
Current Practice (Wellington: Te Papa Press, 2011), 169.
Conal McCarthy, author of several written works on the historical 
and contemporary Māori engagement with museums and the Victoria 
Universities Museum and Heritage programme director, and Dr Hēmi 
Whaanga, currently a Professor in Māori and Indigenous Studies at 
The University of Waikato, discuss the merits of Māori creating their 
own cultural centres. McCarthy thinks this is because “Museums 
and Māori are at a crossroads”10, causing Māori to eventually give 
up on museums and invest in their own cultural centres to display 
their histories. Whaanga mentions that Māori have started to 
create cultural centres to archive and display the taonga in a way 
that is culturally appropriate for the individual iwi.11 Although this 
project is not specifically directed by one iwi, it is strongly focused 
on establishing a building which carefully attends to Māori needs. 
The need for change within museums, or for a new type of cultural 
centre to be produced, appears to be evident within the review of the 
literature and this is what this project investigates.
10  McCarthy, Museums and Māori, 246.
11  Hēmi Whaanga and Rangiiria Hedley, “The Display and Conservation of  
Taonga Māori – Establishing Culturally Appropriate Display and Conservation 
Facilities: Mahi Māreikura – a Work in Progress,” Journal of  Maori and Pacific 
Development 7 (2006), 3.
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Project Outline
This project uses architecture as a kaitiaki to aid in the preservation 
and retrieval of taonga Māori. Specifically, it investigates the creation 
of a cultural rehabilitation centre that accommodates holistic aspects 
required to house taonga and facilitate a strong bond between the 
people and returning taonga, with a view to foster close connections 
between iwi, hapū and whanau with taonga. Māori remain active in 
seeking return of taonga. This project identified a need to provide a 
building where Maori feel holistically safe returning these taonga to 
their rightful home; there is currently, no specific building dedicated 
solely to this purpose in New Zealand. As already identified large 
numbers of taonga have been taken and are currently in various 
stages of being returned, many are encountering problems with 
current methods of return, used by museums. Therefore, the project 
is located on the southernmost point of Puketutu Island within the 
Manukau Harbour in Auckland, New Zealand, employing a variety 
of architectural research practices and has been undertaken through 
close consultation with architectural and Māori advisors.
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Aims/Objectives of the Project
This project aims to use architecture to enable the creation of a 
culturally responsive space for the transition of taonga en-route to 
their final resting place, by drawing on the principles of kaitiakitanga. 
This building will include cultural and rehabilitation facilities so the 
taonga can be restored based on iwi wishes before returning home. 
It is intended that the cultural rehabilitation centre for the taonga 
fulfils Māori needs and values by focusing on the design of facilities 
for ceremonies and welcoming procedures along with meeting/hui 
facilities using tikanga Māori. This will be done by focusing on the 
following key points of the project: appropriately housing taonga 
Māori; enabling Māori to reconnect with taonga; meeting spiritual 
and cultural needs of Māori; and providing for appropriate restoration 
requirements to treat and protect taonga.
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Research Question
How can an architectural intervention facilitate the return of taonga 
to iwi in Aotearoa/New Zealand?
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Scope and Limitations
This project is specifically intended to aid in the return of traditional 
taonga Māori to Aotearoa/New Zealand. As was identified earlier, 
this building is designed to house the following types of taonga: 
weapons, tools, cloaks, clothing, recreational items, and gifts. These 
are focused on because of their importance, age, and reconnection to 
iwi. Human remains, like the shrunken heads, are out of the scope 
of this project. The building has not been designed with a focus 
on human remains because of the sensitivity towards their housing 
and/or treatment. Furthermore, the remains of ancestors are not 
included because a well-established process, facilitated through The 
Museum of New Zealand Te Papa Tongarewa, already exists called 
the Karanga Aotearoa Repatriation Programme. 
The building resulting from this project is not designed specifically 
to house human remains or tools made from them, but if an iwi 
wishes for the taonga to return through this centre rather than by 
other methods, such as the Te Papa repatriation programme there 
will be opportunities for consultation to enable this. Another 
limitation of this project is that mana whenua has not been consulted 
across the design process. Reports by mana whenua representatives 
for another project within the area are included, thus by using their 
perspectives within this project specific consultation processes 
were not undertaken. However, if this project were to go forward 
consultation with iwi would be vital from early in the architectural 
process and this project has a focus on serving all iwi in Aotearoa/
New Zealand rather than establishing a design for only one iwi.
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Method
Tikanga, drawn from the work of Sir Sidney (Hirini) Moko Mead, 
and Māori cultural knowledge more broadly, operated as the key 
theoretical framework from which the design was formulated. This 
project investigates the design requirements that are required to fulfil 
the following functions, which include, but are not limited to: the 
resources required; the building layout to make the process as easy as 
possible through circulation design and building layout; design of the 
building to ensure iwi feel welcome and to enhance the feeling that 
their taonga are being treated with the upmost respect; and gaining 
advice from experts in the field around the preferred methods of 
repatriation and rehabilitation for the taonga. 
Discussions with experts in relevant fields, and a range of historical 
and contemporary precedents, with a focus on key taonga that have 
been reconnected to iwi, were used to understand the importance 
of the cultural aspects and how these might be achieved through 
building design. The balance of tapu and noa are two key cultural 
issues which led to the identification of a number of functional 
requirements, such as the four cleansing checkpoints; a carved arch, 
each side representing the two tohunga who lived on the site first; the 
design of an atea/courtyard; a carved pole to signify the importance 
of the water; and east orientation of the project and front door design 
allowing the rising sun to touch the doors. Another requirement is 
the design for a central cleansing zone focusing on the use of salt and 
fresh water. The final requirement is recognition of the importance 
of hui/gatherings resulting in the design of large meeting spaces; 
both internal and external.
Design iterations where achieved through a combination of both drawn 
and model investigations each responding to the aforementioned 
cultural requirements found within the literature. Recognising and 
engaging with the cultural requirements for the rehabilitation centre 
also meant that site selection was very important. The resulting site is 
Puketutu Island in the Manukau Harbour. Puketutu Island met the 
initial site requirements:
•	 water accessibility 
•	 controllability of food, and taonga access pathway 
•	 a location where all iwi feel welcome; 
•	 close to major support services such as, airport, quarantine 
and museums 
•	 able to alternate between accommodating large or small 
numbers of people as required
In designing the building, key environmental landmarks within the 
surrounding area were acknowledged to help drive the form of the 
design. The main three are: Manukau Heads, Waitakere Ranges, and 
Ōtuataua Stonefields. These were chosen for their prominence and 
importance within the landscape and were easily visible from the 
site creating visual connections between the people, building, and 
landscape.  
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Ethics
The proposal for this project was read by Asher Lewis and the 
Deputy Chair of Unitec Research Ethics Committee. They deemed 
that, because this project was seeking professional or authoritative 
opinions only, ethics approval was not required.
As identified with reference to the Unitec Ethics Guidelines, 
submission of an ethics application is not required if: “seeking a 
professional or authoritative opinion, except where this is part of 
a study of the profession or area of expertise”.12 This was formally 
confirmed in writing (see Appendix A); therefore the initial 
application was withdrawn in line with this guidance.
12  Research Ethics Policy, Section 4.2.f, Unitec Institute of  Technology, 
https://moodle.unitec.ac.nz/pluginfile.php/908550/mod_resource/content/1/
Research%20Ethics%20Policy_2019.pdf. 
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State of Knowledge
This exploration of literature and relevant knowledge related to; the 
importance of taonga to Māori; the Te Māori exhibition; taonga and 
museums; and opinions on the need for a cultural centre, along with 
the Karanga Aotearoa Repatriation Programme housed within Te 
Papa. It specifically examines key texts about these topics to trace the 
development of knowledge and changes in perspective from 1984 to 
the present day.
The Importance of Taonga to Māori
Sidney Mead defines taonga as something that, “may be regarded as 
something highly valued by Māori, and there is also an implication of 
something being handed down. The term itself is used in the Māori 
text of the Treaty of Waitangi, and it has been subjected to legal 
interpretation before the Waitangi Tribunal. Thus, the term ‘taonga’ 
is quite complex without having to look at the political implications as 
well as its cultural significance.”13 McCarthy explains the importance 
of taonga to Māori in Museums and Māori: the significance of taonga to 
Māori, by saying that “they are seen as the spiritual personification 
of particular ancestors”.14 When the importance of taonga to Māori 
is also demonstrated by David Butts, the curator of Manawatu 
Museum. The facility experienced a theft of a taonga on display, 
Butts states that “it was as though there had been a death in the 
family”15 for the local Māori. The importance of taonga to Māori 
cannot be underestimated and this research will endeavour to respect 
and honour this idea.
13  Sidney Mead, Tikanga Māori : Living by Māori Values, Revised ed (Wellington: 
Huia Publishers, 2016), 74.
14  McCarthy, Museums and Māori, 169.
15  McCarthy, Museums and Māori, 46.
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Te Māori Exhibition
“There were two very important cultural events which dramatically 
changed the attitudes of many Māori towards our culture and of 
the general public to our arts. The events were the international 
exhibition of Māori art, Te Māori (1984–1987), and the waka taua 
(war canoes) revival for New Zealand’s sesquicentennial celebrations 
at Waitangi in 1990.”16 
Te Māori exhibition first opened on the 10th of September 1984 in 
New York. This exhibition was the first of its kind to leave New 
Zealand with Māori approval. During its tour of America, the 
exhibition included traditional customs and rituals passed down from 
the ancestors,17 which were performed by Māori who toured with the 
exhibition.18 The exhibition was displayed in four locations while in 
America. These locations included: The Metropolitan Museum of 
Art - New York, St. Louis Art Museum, M. H. de Young Memorial 
Museum of Fine Arts - San Francisco, and the Field Museum of 
Natural History - Chicago.19
In June 1986 the Te Māori exhibition tour of America came to an 
end by beginning its journey back to New Zealand. The Te Māori 
exhibition changed its name to ‘Te Māori - te hokinga mai, the 
return home’, to complete a tour of New Zealand. The chosen 
venues for this tour were: The National Museum of New Zealand 
- Wellington, Otago Museum - Dunedin, Robert McDougall Art 
Gallery – Christchurch, and finished at Auckland City Art Gallery 
in September 1987.20 
16  Mead, Tikanga Māori, 3.
17  Brian Brake, David R. Simmons, and Merimeri Penfold, Te Maori : Te Hokinga 
Mai, the Return Home (Auckland: Auckland City Art Gallery ; New Zealand Te Maori 
Management Committee, 1986), 4.
18  National Museum of  New Zealand, Taonga Māori : Treasures of  the New Zealand 
Māori People : An Exhibition from the Collections of  the National Museum of  New Zealand, 
(Te Whare Taonga o Aotearoa), ed. Fiona Doig et al. (Sydney: Australian Museum, 
1989), 5.
19  Brake, Simmons, and Penfold, Te Maori, 4.
20  Brake, Simmons, and Penfold, Te Maori, 4.
Te Māori exhibition changed its name once again to the ‘Taonga 
Māori exhibition’, touring Australia from 1989 – 1990. The Australian 
Museum Staff “working so closely with us [NZ Museum staff ] to 
ensure that all our cultural and spiritual requirements are met.” This 
exhibition enabled both countries to learn more about the cultural 
sensitivity of artefacts and the correct ways to care for taonga while 
on display and behind the scenes.21
The exhibition was in response to criticism within America 
that museums had inadequate explanations of historical objects 
by indigenous and academic groups. This resulted in museums 
changing their treatment of items as artefacts, to items of fine art, 
but this lessened the need for proper explanations and consultations. 
In response to this the “Te Māori Management Committee did the 
unheard of – consulted fully with all the tribes in New Zealand. 
The resulting spirit of partnership that resulted created one of 
the most memorable international exhibitions to ever leave New 
Zealand’s shores. Today Te Māori continues to be viewed as the ideal 
indigenous exhibition model and has been replicated to various 
degrees by institutions throughout the western world.”22 The Te 
Māori exhibition changed the view of Māori taonga, particularly in 
terms of how they should be treated and exhibited by museums, thus 
initiating the involvement of Māori in the process as advisors on how 
their taonga should be treated.23
21  National Museum of  New Zealand, Taonga Māori : Treasures of  the New Zealand 
Māori People, 8.
22  Paul Tapsell, Pūkaki : A Comet Returns = Pūkaki : Te Hokinga Mai o Te 
Auahitūroa (Auckland: Reed, 2000), 106-107.
23  McCarthy, Museums and Māori, 62.
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Taonga and Museums
Sidney Mead talks about how “museums are filled with old taonga 
that are highly valued and some, such as cloaks, have become very 
fragile and are in fact beginning to disintegrate. Some marae have 
valuable created objects and many families have their own private 
collections of very valuable things.”24 
Roger Neich explains the treatment of taonga by museums from the 
Māori point of view in his book Tradition and Change in Māori and Pacific 
Art. He argues that Māori have many questions about how the taonga 
are treated, and some of the public still have strong suspicions that 
the museums are hiding large numbers of taonga in their basements.25 
In Bicultural Developments in Museums of Aotearoa, Gerard O’Regan 
shares that iwi of Aotearoa are slowly requesting their taonga back 
from museums and he believes this trend will continue.26 Māori are 
also starting to push for change of the management of their cultural 
heritage within museums.27 The Taonga Māori Conference held 
in 1990, discussed ways to “reconnect taonga in museums to their 
24  Mead, Tikanga Māori, 94-95.
25  Roger Neich, Tradition and Change in Māori and Pacific Art : Essays, ed. Chanel 
Clarke et al. (Auckland: Auckland War Memorial Museum, 2013), 170.
26  Gerard O’Regan, Bicultural Developments in Museums of  Aotearoa : What Is the 
Current Status? = Ki Te Whakamana i Te Kaupapa Tikanga-Ā-Rua Ki Roto i Ngā Whare 
Taonga o Te Motu : Kei Hea e Tū Ana? = Ki Te Whakamana i Te Kaupapa Tikanga-
a-Rua Ki Roto i Nga Whare Taonga (Wellington: Museum of  New Zealand Te 
Papa Tongarewa National Services in partnership with Museums Association of  
Aotearoa New Zealand, 1997), 53.
27  O’Regan, Bicultural Developments in Museums of  Aotearoa, 125.
communities.” This is a testament to the emotion felt by Māori. 
McCarthy states that museums are gradually becoming more aware 
that taonga are owned by iwi, therefore, the museum needs to take 
on the role of the kaitiaki of the artefacts with the guidance of the iwi 
who should have an active involvement with the taonga.28 
Neich argues that museums “are one of the most public institutions 
where Māori and Pākehā values meet,”29 therefore, it is important they 
represent/accommodate both sorts of values appropriately. Whaanga 
states taonga are in museums and art galleries in New Zealand and 
around the world and “their cultural and spiritual significance have 
been largely ignored or, at best, under-valued.”30 
The literature shows Māori have a strong connection to their taonga, 
and they need to have an active involvement in the treatment and 
preservation of these artefacts. The literature suggests that the Māori 
community is warming to the idea of having their artefacts protected 
by museums, taking on the role of the kaitiaki, however there is still 
more work that needs to be done in this field to improve this idea.
28  McCarthy, Museums and Māori, 169.
29  Neich, Tradition and Change in Māori and Pacific Art, 171.
30  Whaanga and Hedley, “The Display and Conservation of  Taonga Māori 
– Establishing Culturally Appropriate Display and Conservation Facilities: Mahi 
Māreikura – a Work in Progress,” 3.
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Tikanga Māori
This discussion on Tikanga Māori draws heavily on the work of well-
known Māori Scholar Sir Sidney (Hirini) Moko Mead with a focus 
on tapu, noa and the dawn ceremony due to the importance of this 
to the architecture.
Tikanga Māori can be understood to mean different things to 
different people.31 According to Mead, Tikanga refers to “the ethical 
and common law issues that underpin the behaviour of members of 
whānau, hapū and iwi as they go about their lives and especially when 
they engage in the cultural, social, ritual and economic ceremonies 
of their society.”32 “Tika” translates to right or correct.33 In this 
light, Tikanga Māori determines whether an action is morally right 
or wrong based on Māori values and knowledge. This concept of 
moral righteousness is understood further by considering the term 
“Pono” which means true or genuine. Pono is used by several 
Polynesian societies,34 and it is used to judge whether the practice of 
tikanga is “true to the principles of Māoritanga” or “borrowed from 
somewhere else”. The importance of this judgement is increasing as 
new “innovations are being introduced into tikanga.”35 
Mead, defines Tikanga Māori as the conceptual ideas and beliefs 
31  Mead, Tikanga Māori, 2. 
32  Mead, Tikanga Māori, 15.
33  Mead, Tikanga Māori, 29.
34  Mead, Tikanga Māori, 29.
35  Mead, Tikanga Māori, 30.
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associated with Māori custom.36 Furthermore, Mead explains that 
tikanga is based in tradition which gives it a rich heritage and therefore 
it is highly valued due to its link to the past and the knowledge of the 
ancestors. This link should be nourished and developed for future 
generations. As Mead points out “there is a dynamic aspect to tikanga 
Māori.”37 The integrity of tikanga needs to be retained, however it 
has transformed over the years to adapt to the modern world. There 
are several examples which show the adaptation of Tikanga Māori. 
This includes its application to the opening of art exhibitions, and 
overseas buildings, along with books written by Māori introducing 
the tapu of learning into the New Zealand schooling system and 
whānau support within hospitals, to name a few. There has also been 
an increased interest in old customs; such as the tā moko.38 These 
applications, successfully result, in new and revived practice. 
Today the use of tikanga increasingly affects our traditions and 
customs increasingly and this can be seen in the use of the pōhiri at 
Universities to welcome new students and the inclusion of Karakia at 
the ANZAC Day Dawn Ceremony.39 Tikanga Māori is now included 
in the Resource Management Act 1991, which refers to it as “Māori 
customary values and practises.”40 With the increasing interest in 
36  Mead, Tikanga Māori, 30.
37  Mead, Tikanga Māori, 385.
38  Mead, Tikanga Māori, 387.
39  Mead, Tikanga Māori, 386.
40  Mead, Tikanga Māori, 5.
tikanga, other cultures are being influenced by its principles but while 
other cultures may adapt it for their own use, Māori are the guardians 
of this practice and are “committed to the whole package.”41 Mead 
explains that Māori have “the responsibility to protect our tikanga 
and to develop our customs and practices to suit the conditions of 
the present and future.”42 
Overall, as Mead suggests “Tikanga is real, it plays a part in the 
everyday life of Māori.”43 Tikanga is mostly perceived as empowering, 
giving substance to what it means to be Māori and guidance through 
life. For Mead “it is a blessing on the mind, a gift from the ancestors, 
a legacy that we share, and something to nurture and cherish.”44 
Therefore, it is fair to say that “tikanga is real, it plays a part in the 
everyday life of Māori...it is a blessing on the mind, a gift from the 
ancestors, a legacy that we share, and something to nurture and 
cherish.”45 
41  Mead, Tikanga Māori, 386.
42  Mead, Tikanga Māori, 386.
43  Mead, Tikanga Māori, 389.
44  Mead, Tikanga Māori, 389.
45  Mead, Tikanga Māori, 289.
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Key Values and Principles of Tikanga
Tikanga Māori can be seen “as a means of social control”46 and 
ethical conduct because it affects ones perception of right and wrong. 
It has a place in most social situations and “controls interpersonal 
relationships, provides ways for groups to meet and interact”47 along 
with how one should behave in society to prevent conventions being 
broken.48 “A different approach is to look at tikanga Māori as an 
essential part of Mātauranga Māori, or Māori knowledge. In point 
of fact, tikanga Māori cannot be understood without making use 
of Mātauranga Māori. All tikanga Māori are firmly embedded in 
Mātauranga Māori, which might be seen as Māori philosophy as well 
as Māori knowledge.”49 
Tikanga Māori is based on values, not rules. There is some debate 
about the “range of values that underpin tikanga Māori”,50 and 
“which values are more important.”51 One value of high importance 
in all circumstances is manaakitanga. “All tikanga are underpinned by 
the high value placed upon manaakitanga – nurturing relationships, 
looking after people, and being very careful about how others are 
treated.”52 This research project explores the following values and 
principles of tikanga Māori: Manaakitanga. Tapu and Noa. 
46  Mead, Tikanga Māori, 6.
47  Mead, Tikanga Māori, 7.
48  Mead, Tikanga Māori, 104.
49  Mead, Tikanga Māori, 8.
50  Mead, Tikanga Māori, 31.
51  Mead, Tikanga Māori, 31.
52  Mead, Tikanga Māori, 33.
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Manaakitanga
Manaakitanga can be defined as hospitality.53 It is “the process of 
showing respect, generosity and care for others.”54 Manaakitanga 
dictates that it is good practice for the host to be able to accommodate 
guests if they wish to stay overnight, and this involves providing 
equipment, such as mattresses for sleeping, along with adequate 
facilities, such as bathrooms. Hosts also need to provide food, “the 
hosts are honour bound, in terms of manaakitanga, to take good 
care of their visitors.”55 They also have a duty to ensure tikanga is 
followed.56 The procedure for Manaakitanga can change for different 
iwi, and the hosts will guide you on what they want, therefore the 
hosts “have the final say in any arguments about correct procedure.”57 
Visitors need to be aware that refusing the hospitality can be seen as 
offensive, and they should at least accept a glass of water.58 Cleve 
Barlow describes it as expressing “love and hospitality towards 
people.”59  He goes on to explain how this hospitality can be met 
though providing a place to rest, food, and engaging nicely with 
visitors so that everybody has an enjoyable time.60 
53  Shelly Davies, Engaging with Māori for Sucess in Business (Hamilton: Fusion Print, 
2018), 12.
54  Moorfield, “Te Aka Online Māori Dictionary.”
55  Mead, Tikanga Māori : Living by Māori Values, 104.
56  Davies, Engaging with Māori for Sucess in Business, 70.
57  Mead, Tikanga Māori, 105.
58  Davies, Engaging with Māori for Sucess in Business, 12.
59  Cleve Barlow, Tikanga Whakaaro : Key Concepts in Māori Culture, Reprint 
(Auckland: Oxford University Press, 2001), 61-63.
60  Barlow, Tikanga Whakaaro, 63.
Mana
Sally Davies talks about the difficulty of explaining mana in 
English, in her book, Engaging with Māori for Success in Business. She 
describes it as “status, prestige, authority” as well as “self-worth 
and autonomy.” Mead views mana as the “place of the individual 
in the social group,”61 and goes further to highlight the importance 
of mana within public events by stating that all participants’ mana 
should be respected and enhanced through the event.62 Both authors 
agree it is important to enhance the mana of others by maintaining 
and supporting people’s self-worth. “In modern times the term mana 
has taken on various meanings, including the power of the gods, the 
power of the ancestors, the power of the land, and the power of the 
individual.”63 In saying this, Cleve Barlow supports Davies and Mead 
in their argument mana is an important value for Māori and needs 
to be respected. 
61  Mead, Tikanga Māori, 33.
62  Mead, Tikanga Māori, 34.
63  Barlow, Tikanga Whakaaro, 62.
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Tapu
Tapu is part of Māori religious thought.64 Tikanga can apply to 
anything tapu and the process of decreasing the danger involved 
with tapu.65 “There are many meanings and conditions associated 
with tapu. First and foremost, tapu is the power and influence of 
the gods.”66 Mead states that “Tapu is everywhere in our world. It is 
present in people, in places, in buildings, in things, words, and in all 
tikanga. Tapu is inseparable from mana, from our identity as Māori 
and from our cultural practices.”67 He believes that Māori respect the 
tapu of buildings, place, and people and identifies that these are the 
values and ideals Māori believe in.68 A number of mechanisms are 
available, as a part of tikanga, that allow addressing and dealing with 
tapu. One such mechanism is having a minister of a Christian church 
or a Tohunga perform the appropriate karakia to reduce the danger.69 
Another mechanism is the use of water, or food, and karakia.70 In 
the modern world, tapu now includes restrictions and prohibitions 
such as “when leaving a cemetery, people should wash their hands to 
cleanse the tapu and to ensure against possible harm.”71 It can also 
be seen as “restricted - different or separate in some way.”72 It was 
also used as a mechanism to “control how people behaved towards 
each other and the environment, placing restrictions upon society to 
ensure society flourished.”73 Despite the restrictive nature of tapu, it 
is important to understand that tapu is a part of daily life therefore, 
tapu needs to be understood as something that requires special 
attention, due to its sacred, prohibitive or restrictive nature, so that it 
can be dealt with in an appropriate and respectful manner.
64  Mead, Tikanga Māori, 34.
65  Mead, Tikanga Māori, 74.
66  Barlow, Tikanga Whakaaro, 128.
67  Mead, Tikanga Māori, 34.
68  Mead, Tikanga Māori, 35.
69  Mead, Tikanga Māori, 74.
70  Wulf  Köpke and Bernd Schmelz, House Rauru : Masterpiece of  the Māori 
(Germany: Museum für Völkerkunde Hamburg, 2012), 463.
71  Barlow, Tikanga Whakaaro, 129.
72  Davies, Engaging with Māori for Sucess in Business, 88.
73  Köpke and Schmelz, House Rauru, 463.
Noa
According to Mead, Noa is “paired with tapu indicating that often 
noa refers to restoring a balance.” “The state of noa indicates that 
a balance has been reached, a crisis is over, health is restored, and 
life is normal again.”74 Both tikanga and tohunga are able to reduce 
high levels of tapu which are believed to be dangerous, until the level 
of tapu is deemed noa or safe. Therefore, noa is not the absence or 
opposite of tapu, it refers to achieving a safe balance between tapu 
and noa,75 or removing the restrictions associated with tapu.76
74  Mead, Tikanga Māori, 36.
75  Mead, Tikanga Māori, 36.
76  Moorfield, “Te Aka Online Māori Dictionary.”
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The Dawn Ceremony
The Dawn Ceremony is called “tā i te kawa or kawanga-whare,”77 
although some elders refer to it as “‘te hiki i te tapu’, literally, the lifting 
of the tapu”.78 This ceremony is used for “managing the levels of tapu 
involved.”79 It is traditionally used to lift the tapu of a new meeting 
house, however this ceremony has been adapted for modern use in 
different circumstances such as the Te Māori exhibition. Once the 
ceremony is over some may think the tapu is gone, but as mentioned 
before, tapu is a part of life and it needs to be managed appropriately. 
The purpose of the Dawn Ceremony is to respond to the perceived 
sacredness or restriction posed by something and restore balance, 
while understanding the object will “retain a level of tapu at all 
times”.80 Mead goes on to say “every ceremony is a negotiated event 
with many factors having some bearing on what actually happens”,81 
and the ceremony “should not be performed after sunrise”.82 For the 
ceremony to qualify as tikanga Māori it “needs to be correct and true 
to the principles and values of Māori culture.”83 The level of tapu on 
a marae increases during a ceremony and “restrictions upon human 
behaviour are imposed”,84 once the ceremony is complete the tapu 
level is low so people can be more relaxed and can move freely.85
77  Mead, Tikanga Ma ̄ori, 75.
78  Mead, Tikanga Ma ̄ori, 75.
79  Mead, Tikanga Ma ̄ori, 75. For more information about the process of the 
traditional ceremony refer to pages 75-90.
80  Mead, Tikanga Ma ̄ori, 77.
81  Mead, Tikanga Ma ̄ori, 86.
82  Mead, Tikanga Ma ̄ori, 86.
83  Mead, Tikanga Ma ̄ori, 30.
84  Mead, Tikanga Ma ̄ori, 69.
85  Mead, Tikanga Ma ̄ori, 69.
There are key aspects that require consideration within the design 
of the project in terms of ceremony: these are water, food, and a 
clear path. Water is used as “it possesses the power to neutralise the 
dangerous aspects of tapu and so render people and things safe.”86 In 
some circumstances water used on its own is enough to do this. “Some 
tohunga do use sea water but generally speaking it is fresh water that 
is used,”87 Water has a high importance. After being involved with 
tapu, either in a ceremony or by visiting a tapu location, some people 
like to flick water on themselves and/or on their belongings to clear 
any “perceived harmful effects of tapu”.88
Furthermore, within a ceremony it is more likely a tohunga will 
use cooked food, as water is able to be used by the general public.89 
The key aspect being food must be cooked, traditionally during 
the karakia, a tohunga is highly likely either to use cooked kumara 
or bread.90 Another feature of the ceremony involving food is the 
hākari. A hākari is a ceremonial feast, and within the kawanga-whare 
ceremony it signifies the completion of events and lifts the tapu.91 
The third and final aspect to be considered in this project is a whati. 
Mead defines a whati as a pause or a break while the tohunga is 
86  Mead, Tikanga Ma ̄ori, 70.
87  Mead, Tikanga Ma ̄ori, 70.
88  Mead, Tikanga Ma ̄ori, 70.
89  Mead, Tikanga Ma ̄ori, 71.
90  Mead, Tikanga Ma ̄ori, 71.
91  Mead, Tikanga Ma ̄ori, 81-82.
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performing the ceremony. “A whati is regarded as a very bad omen.”92 
Therefore this project must provide a clear path for the tohunga during 
ceremonies to remove the possibility of a whati occurring.
Moreover, Mead explains that “the kawanga-whare ceremony has 
become popularised as ‘a dawn ceremony’”93 through adaptation. 
The Dawn Ceremony has been adapted over time to suit the needs 
of Māori in modern society. This ceremony was traditionally used to 
open a meeting house, however through adaptation, the ceremony has 
been used in new ways, such as; for the opening of new buildings like 
the Sky City Casino in Auckland and for locations of significance to 
Aotearoa New Zealand overseas. It has even been adapted for use in art 
exhibitions. As mentioned earlier, Te Māori exhibition revived people’s 
interest in this traditional custom. 
Mead confirms how Te Māori exhibition “acted as a catalyst to revive 
interest in”94 the Dawn Ceremony during which tohunga knowledge 
was tested, and this public event brought the traditions of Māori into 
the international public eye, expressing ownership and control over 
taonga Māori and cultural practices associated with them. 95 “The 
ceremony changed the way museums normally handled exhibition 
openings. It brought people of the owning culture together with their 
heritage treasures in a dynamic relationship startling the dispassionate 
curators and exhibition experts.”96 The exhibition changed people’s 
views on how such events should be managed. Preforming a dawn 
92  Mead, Tikanga Ma ̄ori, 80.
93  Mead, Tikanga Ma ̄ori, 88-89.
94  Mead, Tikanga Ma ̄ori, 89-90.
95  Mead, Tikanga Ma ̄ori, 89-90.
96  Mead, Tikanga Ma ̄ori, 89-90.
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ceremony to lift the tapu before public could be granted access to the 
opening of the New York Metropolitan Museum of Art - Te Maori 
Exhibition, was no small feat but it was done to lift the tapu as the 
“elders wanted the exhibition rendered ‘safe’, in a ritual sense, for 
the visitors who came to see the artworks.”97 Resulting in a change 
of thinking about tikanga Māori within museum settings. It was 
adapted through months of negotiations resulting in a ceremony 
that could be renegotiated and adapted further for each venue the 
exhibition visited. 
Te Māori used a Dawn Ceremony adapted from one meant for carved 
houses with emphasis on the “tapu nature of the taonga”.98 However 
after the exhibition was completed the idea of opening an exhibition 
of traditional art with a Dawn Ceremony had become normalised. 
The Dawn Ceremony used for Te Māori began outside the venue, 
and as the tohunga recited karakia, the doors were opened for them 
as they approached and the tohunga continued the karakia into the 
building to where the exhibition was housed. Following on; either a 
branch of leaves or a carved staff would be used by the tohunga to 
strike the main exhibits as a part of the karakia, and once the karakia 
was finished a Christian ceremony occurred followed by speeches. 
Guests moving on to consume food, followed by more speeches 
and kapa haka performances. As Mead reflects the “whole event 
was spectacular, and the dawn ceremony thereafter became a part 
97  Mead, Tikanga Ma ̄ori, 88-89.
98  Mead, Tikanga Ma ̄ori, 88-89.
of the museum and Māori art world.”99 According to him the Dawn 
Ceremony used today is heavily based on that negotiated by kuia and 
koroua for the Te Māori exhibition.100 
As Māori culture changed in order to adapt to ever-changing 
circumstances, the kawanga ceremony has also changed.101 The 
changes that were negotiated as part of the Dawn Ceremony for the 
Te Māori exhibition provided valuable experiences for how to adapt 
and change the ceremony for other uses. The variety of applications 
for the dawn ceremony have been increased over time, and it is used 
for the opening of places, and events, deemed special or important; 
as it is imbedded in Maori culture. This allows for the flexible 
adaptation required for these ceremonies to continue through the 
changing times, while maintaining the cultural importance of such 
ceremonies.102 As the ceremony continues to adapt for more uses it 
is important that “the authentic nature of the ceremony needs to 
be nurtured and its integrity protected”.103 There may even come 
a day that other nationalities may adapt it for themselves.104 This 
project proposes that tohunga would be consulted and negotiations 
would occur for the Dawn Ceremony to be adapted and used for the 
welcoming back of the taonga into this building. These negotiations 
would be similar to Te Māori, and the ceremony could even adjust for 
each taonga at the request of iwi.
99  Mead, Tikanga Ma ̄ori, 89-90.
100  Mead, Tikanga Ma ̄ori, 90.
101  Mead, Tikanga Ma ̄ori, 93.
102  Mead, Tikanga Ma ̄ori, 93-95.
103  Mead, Tikanga Ma ̄ori, 95.
104  Mead, Tikanga Ma ̄ori, 95-96.
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Karanga Aotearoa Repatriation Programme
The programme is a “government mandated authority that negotiates 
the repatriation of Māori and Moriori ancestral remains on behalf” 
of the people. In May 2003 the programme became a part of Te Papa. 
Working closely with iwi during and after the negotiation process, 
and representatives of descendants means they are welcome to the 
pōwhiri at Te Papa when the remains arrive. The remains are returned 
to “Te Papa on an interim basis only.” They do not exhibit or have 
collections of remains as “Te Papa has a policy prohibiting their 
exhibition.” This programme is key to this project as the “single goal 
of repatriation is not to hold the remains at Te Papa indefinitely but to 
return them to their communities” aligning to the goals and ambitions 
of this project. The Karanga Aotearoa Repatriation Programme by 
Te Papa has successfully repatriated four-hundred-and-twenty Māori 
and Moriori ancestral remains. Over the last fourteen years, fifty-
two ancestral remains have been returned to their homeland, and the 
work continues in the hopes to reunite more of the remains with their 
place of origin.105 This project investigates the existing repatriation 
programme further by meeting the key people involved for advice 
and information on its success, to understand how this project could 
adapt Te Papa methods of negotiation, quarantine and conservation 
into the return of taonga.
105  Te Papa Museum of New Zealand, “The Karanga Aotearoa Repatriation 
Programme Te Kaupapa Whakahokinga Mai a Karanga Aotearoa.”
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Contextual Research
The architectural typology and site for this project was not initially 
known, but the qualities of both were considered as part of the 
proposal. The architectural outcome was conceived as a place of 
welcoming and protection, ensuring the return and rehabilitation 
of taonga to Aotearoa followed by its return home to its respective 
iwi. The final architectural typology and location reflect and enhance 
these ideas. Site selection has been carefully considered in the design, 
as the Māori culture puts high value on the land and its past, present, 
and future. Therefore, a building that does not consider the history 
of land would not be sympathetic towards Māori cultural values. 
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Figure 1. Initial Site Requirements (Image by Author)
Initial Site Requirements
Water: various types of water are required as individual iwi use 
different sources as part of the cleansing process such as salt and 
fresh. Therefore, an island is ideal as it is surrounded in saltwater, 
and fresh water can be added through rainwater collection, and 
architectural design. 
Control of food: delivery, preparation and consumption, is 
solved through building design, but the final site must be able to 
accommodate this through the taonga and food taking different 
routes.
Iwi neutral location: enhancing the likelihood that all iwi feel 
welcome using a relatively neutral location. The history of the chosen 
site would play a large role in this, both pre and post-colonisation. 
Close to the airport: as this is most likely method of transport for 
the taonga into NZ. The further the distance from the airport to the 
design site, the higher the chance of the procession being delayed due 
to the need to acknowledge, or pay tribute to crossing territories, or 
other significant landmarks. Therefore, the research into nearby, and 
surrounding, Maori cultural sites will need to be done. 
Ability to control access of; taonga, people, food.
Close to Key Locations: such as; museums, customs, and quarantine 
facilities, as these existing buildings can assist the building programme 
of this project.
Ability to accommodate small and large numbers: as at times, 
such as; welcome and farewell ceremonies for the taonga; as well as 
during hui/ meetings. The day to day working of the building, and 
lower numbers of people, also need to be accounted for.
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Figure 3. Somes Island Requirements (Image by Author)
Figure 2. Somes Island Map (Image by Author)
Site One: Matiu/Somes Island, Wellington
Matiu/Somes Island has a very long and complex history that has 
not always been pleasant, such as, its use for quarantine of animals, 
people, and enemy aliens, there are steps that are being taken in 
order to acknowledge the past and to restore the islands ecosystem.106 
Department of Conservation is aiming to restore the island to what 
it would have been like before human interference. The island was 
cleared of trees quite early in its history of human contact which 
resulted in the loss of the ecosystem, that is now being slowly 
restored. Due to the size and restrictions on the island posed by 
DOC it is unlikely that large numbers of people would be allowed on 
site. Another factor working against this site is that this island is not 
connected to the mainland at all, therefore, transportation of taonga 
from the airport may pose an issue. Its secluded nature provides 
control of access and as the island is near New Zealand’s National 
Marae this aids in all iwi being welcome. In addition, the Wellington 
site reduces the Southern iwi feeling excluded.
106  Janet Hector, A New Cloak for Matiu : The Restoration of  an Island Ecology 
= He Korowai Hou Mo ̄ Matiu = Korowai Hou Mo ̄ Matiu, ed. Royal Forest and Bird 
Protection Society of New Zealand. Lower Hutt Branch (Lower Hutt: Royal Forest 
and Bird Protection Society of NZ, Lower Hutt Branch, 2011).
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Figure 4. Puketutu Island Map (Image by Author)
Figure 5. Puketutu Island Requirements (Image by Author)
Site Two: Puketutu Island, Auckland
The island is near one of the most important travel routes in the 
pre-European world, the Portage Route Te Tō Waka, a route used 
by many iwi.107 This provides a feeling of welcome for all iwi to the 
site. The biggest problem with this site is the difficulty controlling 
access of taonga, food, and people. These issues can be solved 
though the design, with taonga and food routes remaining separate 
as recommended by the tikanga principles. Puketutu Island is 
connected to the mainland; therefore, transportation of food and 
people will not be an issue. People and food can access the site via 
the main road while taonga journeys via the sea. Two possible future 
plans that could affect Puketutu Island site selection are the proposed 
secondary Te Papa planned to be built in Hayman Park,108 and the 
restoration project which would see Puketutu Island becoming a 
public park. This project is based on these previous projects being 
completed prior to it commencing. 
Puketutu Island was identified as the most promising site, particularly 
due to its ability to meet the earlier identified site requirements and the 
only limitation identified; controlled access, can be achieved through 
architectural design. A further design element that must be taken 
into consideration is the need for the access of the taonga to arrive by 
boat. The site has a more positive history, than the aforementioned 
location above, and this is explained later in the document, and the 
architecture can draw influence from this history. Furthermore; 
Puketutu Island is almost 200 hectares, in size providing more 
opportunity to build freely.
107  Rāwiri Taomui, “Canoe Traditions - Other Northern Canoes,” Te Ara - the 
Encyclopedia of New Zealand, 2005, https://teara.govt.nz/en/canoe-traditions/
page-3.
108  Jami Williams, “Te Papa’s Manukau Project,” 2014, https://www.
friendsoftepapa.org.nz/te-papas-manukau-project/.
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Puketutu Island
History of the Island
Puketutu Island is a 193-hectare island, located in the Manukau 
Harbour, in Auckland City.109 The island is made up of “a central 
volcanic cone with associated ash deposits (tuft) and lava flows 
(basalt).” Roughly 50 percent of the island was used as a quarry in 
the 1950s, and these activities resulted in water-filled voids within 
the southwestern part of the island. The central volcanic cone is the 
last cone remaining.110 Puketutu Island is currently going through 
a rehabilitation phase that was initiated in the 1990s. This includes 
filling the former quarry with biosolids from the Mangere Wastewater 
Treatment Plant creating a public recreational reserve. Four small 
hills will be reinstated to replicate the cones that were quarried. The 
proposed recreational reserve on Puketutu Island is aiming to open 
in 2049.111
109  Building Research Association of New Zealand, “BRANZ Map.”
110  Watercare Services Limited, “Notice of Requirement” (Auckland, 
2008)”title”:”Notice of Requirement”,”type”:”report”},”uris”:[“http://www.
mendeley.com/documents/?uuid=6386a88f-20ad-4e08-a2e2-e9f3fa0f3b67”]
}],”mendeley”:{“formattedCitation”:”Watercare Services Limited, “Notice of 
Requirement” (Auckland, 2008, 3.
111   Watercare Services Limited, “Rehabilitating Puketutu Island with 
Biosolids,” 2019, https://www.watercare.co.nz/Help-and-advice/Environment-
and-community/Rehabilitating-Puketutu-Island-with-biosolids.
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Arrival of Māori
Puketutu Island was settled by Tainui, under the command 
of Hotorua. The island is believed to have a first occupation 
date, between 1530 and 1635.112 According to the Puketutu Island 
Rehabilitation: Archaeological Assessment report, Tainui first settled at Te 
Waiarohe and established a settlement at Karaka Bay. One of the 
members of the tribe named Taikehu ventured into the Manukau 
Harbour and found the place abundant in seafood and birdlife. His 
account of Puketutu Island interested Hoturoa, who then decided 
to carry their canoe across the land into the harbour. The canoe 
was “carried overland across what became known as the Otahuhu 
portage route.”113 It is also known as Te Tō Waka.114 When the canoe 
arrived in the Manukau Harbour, they found it to be inhabited by 
Rakataroa.115 Puketutu Island is the most commonly known name for 
the island but it is also known as Te Motu a Hiaroa, named after the 
sister of Rakataura; Both siblings were tohunga of the Tainui waka.116 
During the early occupation Puketutu Island was gardened for many 
centuries, however, it is believed that it was abandoned in the mid-
18th century due to drought.117 In 1750 after a period of intertribal 
112  Paul Goldsmith, Puketutu and Its People, ed. Michael Bassett (Auckland: 
David Ling, 2008), 1-116.
113  Rod Clough et al., “Puketutu Island Rehabilitation: Archaeological 
Assessment” (Auckland, 2008), 5.
114  Taomui, “Canoe Traditions - Other Northern Canoes.”
115  Paul Goldsmith, Puketutu and Its People, 1-116.
116  Rod Clough et al., “Puketutu Island Rehabilitation,” 5.
117  Rod Clough et al., “Puketutu Island Rehabilitation,” 6.
warfare,118 that left Tamaki-Makau-Rau largely depopulated,119 Ngati 
Whatua won the island as part of the surrounding area.120 They then 
began their own gardens on the volcanic land. “Chief Te Kawau, 
who descended from Ngati Whatua and Te Waiohua and born in 
Ihumatao agreed along with others to sell Puketutu Island in 1845,” 
which began the European occupation of the site.121 Puketutu Island 
was also considered the island of tohunga and highly respected for 
its religious importance. Each summit of the volcanic cones housed 
tuahu or sacred altars.122 Several places on the island are thought to 
be sacred including; Te Taumata a Rakataura (the main peak), Nga 
Puranga Kupenga a Maki, Te Akinga o Hautau, and Opoutukeka 
(the dwelling place of Potukeka, a bay in the south western part of 
the island).123
118  Paul Goldsmith, Puketutu and Its People, 1-116.
119  Rod Clough et al., “Puketutu Island Rehabilitation,” 6.
120  Paul Goldsmith, Puketutu and Its People, 1-116.
121  Rod Clough et al., “Puketutu Island Rehabilitation,” 6.
122  Te Akitai, “Te Akitai Cultural Heritage Report”, (Auckland, 2008), 9.
123  Rod Clough et al., “Puketutu Island Rehabilitation,” 6.
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Figure 6. Battle at Puketutu, 1885, (Watercolour by Cyprian Bridge)
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Treaty of Waitangi and the Land Wars
The history of New Zealand begins with the arrival of Māori who 
established Aotearoa. The exact date of their arrival is debatable; 
however, historians agree that it was approximately in the mid-1200’s. 
Europeans arrived in the late 18th century and began to establish 
themselves, leading to the creation and signing of the Treaty of 
Waitangi in 1840. This document is seen as establishing modern New 
Zealand and was an agreement that recognised the sovereignty of 
Māori while sharing authority with the British.124 However, due to 
language misinterpretations and cultural differences, the signing of 
the Treaty of Waitangi resulted in an era of tension between Māori 
and Pākēhā. Furthermore, an increasing European population caused 
Māori to become disenfranchised from political and economic life. 
This in turn led to Aotearoa’s Land Wars, which were “a series of 
conflicts that were fought between 1843-1916.”125
Puketutu Island was affected by what is referred to as the Northern 
War. Hone Heke (the Ngā Puhi rangatira) cut down the British flag 
in protest at the Europeans not honouring their side of the Treaty 
of Waitangi. Heke and his men cut down the flag a total of three 
times from July 1844 to January 1845. Governor Fitzroy sent 140 
British troops from Australia and in early March 1845 Heke, and the 
rangatira Te Ruki Kāwiti, replied by having 450 warriors distract the 
124  The Treaty of  Waitangi: Information Programme (Wellington: State Services 
Commission, 2005).
125  Kina Film Productions, Aotearoa Land Wars, (Cambridge: Kina Film, 2003), 
3.
British troops while Heke cut down the flag for a fourth time. After 
the battle of Koroāreka, Heke and his men returned to the pā at Te 
Ahuahu. Heke knew that the British were aware of his location and 
would want revenge for Koroāreka. Heke moved to Puketutu Island 
and commenced the building of a new pā, and when the British 
arrived before it was completed, Heke and Kāwiti were ready for 
them. When the British attacked the pā, Kāwiti and his men came up 
from behind and attacked causing the British to turn, allowing for 
Heke to attack and force the British to retreat.126 Heke and Kāwiti 
had skilfully outmanoeuvred the British. 
In recent times use of the Treaty Principles in legislation has begun to 
fundamentally reshape the relationships between Māori and Pākēhā, 
and the approaches of land ownership. This research project has not 
identified any Treaty claims to this land, or tribal disagreements, 
therefore this is neutral ground for all iwi, and Māori and Pākehā. 
A project at this site will make everyone feel welcome and included. 
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Figure 7. Archaeological Survey of Puketutu Island, showing the Māori Garden Walls on site based on an aerial photograph, 1994 (Drawing by David Veart)
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Figure 8 Robert Hall looking down on the homestead at Puketutu Island, c.1910, Author Unknown
Pākehā Occupation of Puketutu Island
With the acquisition of Puketutu Island in 1845, Thomas Jackson 
was the first in a sequence of nine Europeans to own the island. 
Jackson sold it to Henry Weeks in 1846, who had a great relationship 
with the local Māori employing their help in farming the land. At 
this point in history, the island became known as Weeks Island. It 
was then owned by John Chadwick in 1849; James Farmer in 1852; 
and Robert Hall in 1985 who built a two-storey homestead.127 It was 
sold on several times more before finally being acquired by Henry 
Kelliher in 1938. Kelliher did a great many things on the island, 
such as; raising prized horses, creating the gardens and building 
the Kelliher estate, in the Spanish Mission Style. Kelliher was also 
presented with a Fale in the 1940s which remains as part of the estate 
today.128 In the 1950s, under Kelliher’s ownership, the island was 
quarried by Winstone Aggregates for many projects, including the 
expansion of the Auckland Airport. In 1963 the ownership of the 
Island was transferred to the Kelliher Charitable Trust. In the 1990s 
the focus of the island’s future changed to one of landscaping and 
public ownership, thus in 1992 the Kelliher homestead was opened 
to the public to be leased for private functions. In 2003 the Watercare 
Oxidations Ponds surrounding most of the island were removed, and 
in 2006 major renovations on the Kelliher estate took place. In 2009 
the trust decided to end all quarrying on the island, which initiated 
the idea of returning the island to the state it was pre-Māori while 
keeping the terracing and stone walls from Māori occupation as well 
as the Kelliher Homestead from the European occupation.129 This 
127  Auckland Council Libraries, “The Halls on Puketutu Island, ca 
1910,” accessed June 21, 2019, https://kura.aucklandlibraries.govt.nz/
digital/?p=r&collection=p20062coll1&id=36977.
128  Paul Goldsmith, Puketutu and Its People, 1-116.
129  Paul Goldsmith, Puketutu and Its People, 1-116.
new vision for the island led to Watercare leasing the island from 
the Kelliher Trust for 999 years to be able to complete the islands 
restoration project.130 A new Trust was set up by the Auckland City 
Council and Watercare; 131 with the new trust being made up of12 
owners: 4 people from Auckland Council, 4 people from Watercare, 
and the remaining 4 from iwi entities. Once the restoration is 
complete, Watercare will end their lease and the Council’s Park 
Department will look after the island.132
130  Manukau Courier, “Watercare Takes over Island Lease,” 2014, https://www.
stuff.co.nz/auckland/local-news/manukau-courier/64384029/watercare-takes-
over-island-lease.
131  The Kelliher Charitable Trust, “The Kelliher Charitable Trust: Overview,” 
2019, http://www.kct.co.nz/overview/.
132  Manukau Courier, “Watercare Takes over Island Lease.”
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Island Rehabilitation Project
The rehabilitation project was initiated by Watercare in 2009. The 
island has seen extensive quarrying and managed fill operations 
over a number of decades.133 They argue that Puketutu Island was 
chosen “primarily for economic reasons” rather than “social and 
environment benefits”.134 Although Ngati Te Ata does agree that 
overall the idea of rehabilitating the island is a good one, although 
they seem hesitant about the use of biosolids. The rehabilitation of 
Puketutu Island, using biosolids has been carefully designed to ensure 
the biosolids will not touch the main cone as this has been deemed 
important to Tangata Whenua through the consultation process. 
“Greg Paterson, the Principal Engineer for Watercare explained 
how the quarry would be rehabilitated with biosolids and layers of 
cover material. Greg Paterson mentioned that care had been taken in 
designing the rehabilitation to ensure that biosolids was not placed 
directly against the main cone.”135 The wastewater from the Manukau 
treatment plant is only released on an outgoing high tide. This is to 
ensure the treated wastewater mixes thoroughly into the harbour sea 
133  Watercare Services Limited, “Notice of Requirement, ””title”:”Notice 
of Requirement”,”type”:”report”},”uris”:[“http://www.mendeley.com/
documents/?uuid=6386a88f-20ad-4e08-a2e2-e9f3fa0f3b67”]}],”men
deley”:{“formattedCitation”:”Watercare Services Limited, “Notice of 
Requirement.””,”plainTextFormattedCitation”:”Watercare Services Limited, “Notice 
of Requirement.””,”previouslyFormattedCitation”:”Watercare Services Limited, 
“Notice of Requirement.””},”properties”:{“noteIndex”:14},”schema”:”https://github.
com/citation-style-language/schema/raw/master/csl-citation.json”}3.
134  K.W.T Flavell, “Ngati TeAta Cultural Report” (Auckland, 2008), 16.
135  Te Akitai, “Te Akitai Cultural Heritage Report”, 2.
water, reducing the impact on the ecosystem. The treated wastewater 
is tested to ensure it meets standards relating to protecting public 
health, the local environment, and Auckland’s coasts, estuaries, and 
harbours.136
Consultations took place between Watercare, tangata whenua, and 
representatives of local residents about concerns with the use of 
biosolids on Puketutu Island in an aim to alleviate these concerns 
and discuss the future management and use of the island.137 Iwi spent 
the day learning about the process Watercare was going to use. This 
included a site visit where a karakia was performed on the main 
volcanic cone and discussions about key areas of cultural significance 
took place. “Tangata whenua present explained the historical and 
cultural significance of the cone and pointed out other related 
landforms including Mangere Mountain and Maungakiekie.”138
136  Watercare Services Limited, “Wastewater Collection and Treatment,” 2019, 
https://www.watercare.co.nz/Water-and-wastewater/Wastewater-collection-and-
treatment.
137  Watercare Services Limited, “Notice of Requirement,””title”:”Notice 
of Requirement”,”type”:”report”},”uris”:[“http://www.mendeley.com/
documents/?uuid=6386a88f-20ad-4e08-a2e2-e9f3fa0f3b67”]}],”men
deley”:{“formattedCitation”:”Watercare Services Limited, “Notice of 
Requirement.””,”plainTextFormattedCitation”:”Watercare Services Limited, 
“Notice of Requirement.””},”properties”:{“noteIndex”:14},”schema”:”https://github.
com/citation-style-language/schema/raw/master/csl-citation.json”} 13.
138  Te Akitai, “Te Akitai Cultural Heritage Report”, 2.
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Puketutu Island becoming a regional park is a favourable concept to 
the council and the general public. In the report written by Te Akitai 
the iwi mentions the level of tapu on the island and how this was 
reduced with the creation of the oxidation ponds in the tidal flats 
and the quarrying of the cones, “but the values of the island and 
the strong ties remain. Te Akitai is seeking reciprocity for the past 
desecration of the island and for the diminished waahi tapu.”139 This 
research project aims to further restore the wāhi tapu of the site. 
“Places of great cultural significance are regarded as wāhi tapu with 
differing levels of tapu.”140 “Today, government departments, the 
Office of Treaty Settlements, local governments, regional councils 
and environmental groups are respectful of wāhi tapu and want them 
identified so they may be protected.”141 
This site has had a history associated with tohunga which gives the 
island a level of importance. The Manukau City Council Operative District 
Plan recognises this site as wāhi tapu to reiterate its importance to 
Māori.142 Since this project serves as a repatriation centre for taonga, 
wāhi tapu or sacredness of this site will be restored, by allowing it 
to function as a site of cultural and spiritual importance once again.
139  Te Akitai, “Te Akitai Cultural Heritage Report”, 9.
140  Mead, Tikanga Ma ̄ori, 72-73.
141  Mead, Tikanga Ma ̄ori, 74.
142  Flavell, “Ngati TeAta Cultural Report,” 16.
Mana Whenua
Ngati Te Ata and Te Akitai are the two main iwi who have mana 
whenua status on the island. They are known as ““Nga Pou E 
Rua” (The twin poles of South Auckland).”143 A total of five iwi 
have genealogical connections to Puketutu Island. They are: “Te 
Akitai, Ngati Te Ata, Ngai Tai ki Umupuia, Ngati Tamaoho, and 
Ngati Paoa.” Three of these provided written consent saying that 
they agree with the Te Akitai report while Ngati Te Ata wrote their 
own report responding to the Watercare Rehabilitation Proposal.144 
All iwi with ancestral links have been involved in the planning and 
decision-making process regarding Puketutu Island, resulting in 
two key reports prepared by iwi that explored the cultural heritage 
of Puketutu Island. These reports identify key issues with the 
rehabilitation of the island (Appendix 2 for more information). 
Two different perspectives are presented on the use of biosolids 
in each report, but both reports acknowledge the importance of 
mana whenua involvement in the project. Moving forward with the 
agreement requires that the biosolids will not touch the remaining 
cone which has a high importance to all iwi.
143  Te Akitai, “Te Akitai Cultural Heritage Report”, 1.
144  Te Akitai, “Te Akitai Cultural Heritage Report”, 8.
48 Figure 9. Elder ritually greets Pukaki with a hongi, 1997, (Image by New 
Zealand Herald)
Precedent Review 
Reconnection of Iwi and Taonga 
Precedence
Pūkaki 
Pūkaki was carved by Te Taupua of Ngati Whakaue from a single 
large piece of torara. He stood over five meters tall guarding the 
marae at Ohinemutu in Rotorua. He is holding his two sons who 
were warriors, Wharengaro and Rangitakuku, and his wife Ngapuia 
between his legs.145 The story of Pūkaki came to light though research 
done by Paul Paora Tapsell, and the following section briefly covers 
that story.146
In the book Pūkaki a Comet Returns Paul Tapsell talks about how in the 
late 1840s Pūkaki’s base was cut, turning him into a tiki, and placed 
in front of “Korokai’s chiefly Ohinemutu residence, Te Angaanga.”147 
Tapsell describes it as likely being due to Ngati Whakaue returning 
to Ohinemutu because of the closure of the Te Ngae Mission when 
the “ancestral carvings, minus lower extremities, were subsequently 
relocated from the decaying Pukeroa pa into the now unfortified 
village of Ohinemutu.”148 Tapsell goes on to discuss how Pūkaki was 
intended as a gift from Ngti Whakaue to the Crown, on good faith 
that they would protect their rights to the land and give assistance 
for developing Rotorua township. This is not what occurred causing 
the memory of Pūkaki to become tainted.149 Even though he was 
intended as a gift to the Crown, Tapsell discusses how Pūkaki was 
taken. Judge Francis Dart Fenton and Justice Thoman Bannatyne 
Gillies arranged for the newly gifted taonga to be placed within the 
Auckland Museum. As Tapsell mentions Gillies and Fenton, both 
“members of the Auckland Institute were not about to announce 
145  Ministry for Culture and Heritage, “Pukaki Trust,” 2019, https://mch.govt.
nz/funding-nz-culture/agencies-we-fund/heritage/pukaki-trust.
146  Rotorua Lakes Council, “Pukaki,” 2019, https://www.rotorualakescouncil.
nz/our-council/about-council/Kaupapamaori/Pages/Pukaki.aspx.
147  Tapsell, Pu ̄kaki : A Comet Returns, 72-73.
148  Tapsell, Pu ̄kaki : A Comet Returns, 73.
149  Tapsell, Pu ̄kaki : A Comet Returns, 84.
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that the carving was Crown property which should be forfeited to 
Wellington. They were attempting to establish a credible collection 
for their newly opened museum and saw Pūkaki as instrumental 
in attaining this.”150 This resulted in Pūkaki never being taken to 
a seat of government, and the Crown never acknowledged as the 
intended receiver, along with no mention of the Crown and Ngati 
Whakaue relationship. Tapsell says: “In the space of ten days, Pūkaki 
– revered taonga presented between Treaty partners as a symbol of 
trust regarding Rotorua development – had become a private curio 
donated to the Auckland Museum by an absolute stranger to our 
tribe.”151
A key event that resulted in the reconnection between Pūkaki 
and his people, was when Pūkaki was selected to be a part of the 
Te Māori exhibition, because “of his very powerful aesthetic 
qualities.”152 The involvement of Ngati Whakaue in the process for 
Te Māori resulted in the rebuilding of relationships between iwi and 
museum professionals, and this event also resulted in the elders of 
Ngati Whakaue becoming aware that Pūkaki was located within the 
Auckland Museum.153 Ultimately Pūkaki was returned to Rotorua.154 
The return of Pūkaki signified a strengthening of the relationship 
between the Crown and Rotorua, Sir Michael Hardie Boys describes 
150  Tapsell, Pu ̄kaki : A Comet Returns, 90.
151  Tapsell, Pu ̄kaki : A Comet Returns, for more around the story behind this 
amazing taonga being gifted to the crown refer to p.78-91.
152  Tapsell, Pu ̄kaki : A Comet Returns, 104.
153  Tapsell, Pu ̄kaki : A Comet Returns, 104.
154  For a detailed description of the event that welcomed home Pūkaki to 
Rotorua from Auckland read the chapter comet from Tapsell, Pu ̄kaki : A Comet 
Returns, 140 to 153.
this event as “truly an historic occasion. It marks the completion of 
a gift intended, but not fulfilled, 120 years ago. That’s quite a long 
time to complete even a legal transaction. But the important thing is 
that it has been completed. For by its completion, iwi and the Crown 
reaffirm their commitment to each other as Treaty partners.”155 As 
a part of the completed gifting of Pūkaki, Graeme Hall thanked the 
Crown for agreeing to Pūkaki staying in Rotorua “where he could 
now ‘watch over his people, his city’.”156 As a final thought Manuhuia 
Bennett talked about “the pride he felt, not only as a descendant of 
Pūkaki, but as a New Zealander, in seeing iwi and Crown coming 
together to reaffirm their commitment and partnership.”157
Pūkaki was then displayed in the Rotorua District Council from 1997 
to 2011. He was later moved into a new wing within the Rotorua 
Museum, with the consensus of Ngāti Whakaue and the Pūkaki 
Trust, that was opened in September 2011.158 Rotorua Museum has 
taken on the role of kaitiaki for over 2,000 taonga, placed in their care 
for safe-keeping on what is known as a long term loan “reflecting the 
mutual understanding and trust developed between the Museum and 
local iwi, hapū and whānau.”159 This project proposes a building with 
a similar relationship.
155  Tapsell, Pu ̄kaki : A Comet Returns, 148.
156  Tapsell, Pu ̄kaki : A Comet Returns, 148.
157  Tapsell, Pu ̄kaki : A Comet Returns, 150.
158  Ministry for Culture and Heritage, “Pūkaki Trust,” 2019, https://mch.govt.
nz/funding-nz-culture/agencies-we-fund/heritage/Pūkaki-trust.
159  Rotorua Museum, “Taonga Māori,” 2019, https://www.rotoruamuseum.
co.nz/collection/taonga/.
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Figure 14. Pukaki Being carried by Ngati Whakaue up to his Rotorua District Council resting place (Image by New Zealand Herald)
Figure 13. Pukaki finally home (Image by Hamish Macdonald)
Figure 11. Pukaki ink and watercolour illustration, 
c.1848, (Drawing by Captian T.J.Grant)
Figure 12. Pukaki, 1983, (Image by Athol McCredie)
Figure 10. Pūkaki and Paul Tapsell outside the Rotorua Museum 
(Image by Aleisha Ewa Makaretta Mitchell)
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Figure 15. Pukaki Condition Report and Treatment 
Proposal, 1994, (Images by Julia Greeson)
Restoration of Pūkaki
According to the Pūkaki Condition Report and Treatment Proposal, 1994160 Pūkaki is made from Totara wood 
and covered in two layers of paint which appeared to have been applied by Auckland Museum around 
1929 and 1953, the top-most layers were wearing off thus revealing the darker and thinner coat of 
paint underneath.
1. Brown or dry rot. Several areas of dry rot, resulting crumbling and/or cracking, due to its longevity 
within museum conditions. It is unlikely the rot is active but needs to be treated, as it can cause weak 
spots.
2. Cracking: Several cracks within the base of the carving, that were likely caused by the resting 
weight of the taonga.
3. Losses/deformations: Large hole in the left hip and a section in the top of the head has sunk, most 
likely resulting from a void which was created within the carving, causing a collapse.
4. Previous Treatment: White plaster could be seen through the paint. The plaster may have been 
used as filler material, as it is located within large cracks, and to even out the base and top to make a 
flat surface. 
5. Treatment Proposal: Thorough dry cleaning of the surface using a vacuum and small brush followed 
by a wet cleaning with a Lissapol in distilled water solution; dry rot then treated; re-fixing of broken 
chips; plaster fill from previous treatments to be replaced with a more elastic wood filler and painted 
to match; cracks in the face were filled also for aesthetic reasons; the introduction of a foam covering 
for the base to cushioning the carving when on display reducing future damage from the weight. The 
option to remove one of the museum paint layers was also investigated due to the brightness and 
thickness of the paint and that it was only applied to the front of the carving, but this was assumed to 
be a time-consuming process and therefore only an additional note to the report. 
160  “Pukaki Condition Report and Treatment Proposal, 1994,” in A Comet Returns (Auckland: Reed, 2000), 165–66.
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Figure 17. House Rauru by (Image Paul Schimweg)Figure 16. Interior of Rauru (Image by Brigitte Saal)
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Figure 18. Group form the ‘New Zealand Māori Arts and Crafts Institute’, Hamburg 1986, (Image by Museum für 
Völkerkunde Hamburg)
Rauru
Rauru is a meeting house originally created in Whakarewarewa, 
Rotorua, New Zealand but then sold and transported to Germany 
where it has been housed for over one hundred years within Museum 
of Ethnology in Hamburg.161 Within the text More than just a Meeting 
House, by Wulf Ko ̈pke the importance of the house to Māori is 
highlighted though the description of Rauru having a personality of 
its own and that for Māori “the meeting house is a living being, an 
ancestor.”162 He discusses how during the consultation process the 
museum staff involved learned a great deal about how, although the 
house was legitimately traded and is now owned by the museum, 
Rauru will always be an “ancestors of the Te Arawa people, who now 
have to live in a land that was foreign to them, far away from their 
family.”163 Along with the amount of trust awarded to the museum 
staff by the Te Arawa people in looking after their ancestor in an 
appropriate way while also ensuring that the ancestor “does not feel 
lonely again, and the contact with the Te Arawa people will not be 
broken.”164 There was also a learning process about how to negotiate 
with Māori.165 The design of Rauru’s location within the museum 
and treatment/procession/events associated with it was designed 
in collaboration with the Te Arawa people, and that the overriding 
objective was to ensure “that the house should not become sad again, 
and the contact with the ancestors should no longer be dependent on 
journeys made every now and then.”166 As a part of the experience 
of Rauru visitors now learn about the removal of shoes and the 
importance of no food and drink within the house. New Zealanders 
are considered family of the house and do not have to pay to visit, and 
members of Te Arawa are even able to stay overnight in the house.167 
161  Sonya Bateson, “Te Arawa Delegation to Visit German Wharenui,” Rotorua 
Daily Post, September 28, 2012, https://www.nzherald.co.nz/rotorua-daily-post/
news/article.cfm?c_id=1503438&objectid=11076494.
162  Köpke and Schmelz, House Rauru, 13.
163  Köpke and Schmelz, House Rauru, 17. 
164  Köpke and Schmelz, House Rauru, 17.
165  Köpke and Schmelz, House Rauru, 18. 
166  Köpke and Schmelz, House Rauru, 18.
167  Köpke and Schmelz, House Rauru, 20.
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Figure 22. Rauru’s new whāriki (Image by James Schuster)Figure 21. James Schuster is preparing raupō in Rotorua for 
the Rauru-Restoration Project, Rotorua 2012, (Image by 
Catherine Schuster)
Figure 20. Christina Hurihia Wirihana, member of the 
Rauru-Restoration Project Team, Hamburg 2012, (Image 
by Marisol Fuchs)
Figure 19. Catherine Schuster working on Rauru’s tukutuku 
panels (Image by Marisol Fuchs)
Within the section One Hundred Years of Rauru in Hamburg, Building 
Bridges between Aotearoa/New Zealand and Germany by Jeanette Kokott a 
few interesting fact are discussed such as: Rauru has been in Hamburg 
for over 100 years,168 (2012 was the centenary169); Museum records 
were destroyed in WWII, resulting in rediscovering the houses 
history becoming a task of importance to the museum employees.170 
“Fortunately, the meeting house was unaffected by the bombing 
raids;”171 The site where Rauru stood in Rotorua is still vacant, and the 
stories of the houses have been passed on through the generations;172 
and finally that Rauru went through a restoration process, with the 
help of Te Arawa volunteers as shown in the images above.173 The 
restoration work involved the preparation of new raupō for the roof, 
the restoration of tukutuku panels as seen above, and the gifting of 
traditional woven mats (whāriki) to line Rauru’s floor, which had not 
been present within the house for several generations, and resulting 
in the house now being a true representation of its original form. 
168  House Rauru: masterpiece of the Maori. Pg.28.
169  Paora Tapsell, “Māori and Museums – Ngā Whare Taonga - Māori 
Treasures and European Museums,” Te Ara - the Encyclopedia of New Zealand, 
2014, http://www.teara.govt.nz/en/interactive/44073/rauru-wharenui-museum-
fur-volkerkunde-hamburg.
170  Köpke and Schmelz, House Rauru, 28.
171  Köpke and Schmelz, House Rauru, 29.
172  Köpke and Schmelz, House Rauru, 30. 
173  Köpke and Schmelz, House Rauru, 33-34. For more detailed information see 
p.39-40.
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Figure 24. Rauru meeting house in Whakarewarewa, Rotorua (Image by Thoman Pringle)Figure 23. Rauru in Germany (Image by Melissa Davies)
A news article by Melissa Davies, discussed how both Te Arawa’s 
Mauriora Kingi and Hamburg’s Museum of Ethnology director Wulf 
Ko ̈pke believe the house is well looked after and that the ancestor 
prefers to remain within Germany. The house has not only been 
restored to its full glory, but the carvings are also protected by touch 
sensors, and only the people of Te Arawa can touch the carvings 
aiding in the connection between the Te Arawa people and their 
ancestor.174
174  Melissa Davies, “Whaerenui at Home in Germany,” 2012, https://www.
newshub.co.nz/nznews/whaerenui-at-home-in-germany-2012100808.
Rauru is unique in many ways, one being how the house was opened. 
Māori Scholar Sir Sidney (Hirini) Moko Mead talks about the unique 
ceremony that opened the house within his text Tikanga Māori: living 
by Māori values. In the text he states that “It was highly irregular to 
employ two sets of tohunga of different iwi and waka to open the 
one house but Rauru was unusual in many ways. It belonged to a 
Pākehā dealer and not to a hapū. The kawanga-whare ceremonies 
were performed to authenticate the house as a traditional work before 
being sold.”175 
175  Mead, Tikanga Ma ̄ori, 84.  For a full account of the ceremony for Rauru refer 
to pages 174 -187 within the text Köpke and Schmelz, House Rauru : Masterpiece of  
the Māori.
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Figure 25. The Motunui Panels on display (Image by Donna Yates, Lecturer in Antiquities Trafficking and Art Crime at the University of Glasgow)
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Motunui Panels
The Motunui Panels consist of five carved pataka panels that have 
been returned to Taranaki, New Plymouth, New Zealand after a 
period of 40 years away from home. The panels were carved before 
1820 by Te Ātiawa carvers depicting the chiefly “lines of Taranaki, 
depicting tribal unity and mana, and have a known whakapapa.”176 
They formed the end wall of a pataka (store house) that was buried 
in a swamp likely to protect them from intertribal warfare. The 
panels were recovered near Motunui in Taranaki in 1972.177 A man 
identified as “Manukonga”, within the court documents, sold the 
panels to English dealer, Lance Entwhistle, who removed the panels 
from New Zealand in 1973 and “according to the New Zealand 
Government, took them out of the country unlawfully.”178 The 
panels and the falsified ownership documents were sold again to 
European antiquities collector, George Ortiz, as a part of his private 
collection.179
New Zealand became aware of the panels existence through 
unique circumstances. “Ortiz’s 5-year-old daughter Graziella been 
kidnapped in 1977. In order to raise the ransom money, he put part 
of his collection up for auction in London.”180 The panels were 
176  Ministry for Culture and Heritage, “Motunui Panels Returned to New 
Zealand,” 2015, https://mch.govt.nz/news-events/ministers-releases/motunui-
panels-returned-new-zealand .
177  Ministry for Culture and Heritage, “Motunui Panels Returned to New 
Zealand.”
178   Ali Ikram, “Art Matters: Stolen Taonga Returned to Taranaki after 40-Year 
Fight,” New Zealand Herald, October 17, 2015, https://www.nzherald.co.nz/culture/
news/article.cfm?c_id=544&objectid=11530812.
179   Ikram, “Art Matters: Stolen Taonga Returned to Taranaki after 40-Year 
Fight.”
180  Ikram, “Art Matters: Stolen Taonga Returned to Taranaki after 40-Year 
Fight.”
included, and valued at 300,000 by Sotheby’s. Once the New Zealand 
Government became aware of this, they began legal action to 
retrieve the panels. Using the British legal system, the New Zealand 
Government unsuccessfully tried to retrieve the taonga a total of 
six times in the years “1978, 1983, 1985, 1995, 2005 and 2007.”181 
The panels were returned in 2015 due to “the dying wish of George 
Ortiz that they be repatriated”.182 “The Ministry of Justice’s Deputy 
Secretary Treaty, Kevin Kelly, and Te Papa’s Kaihautū, Arapata 
Hakiwai, travelled to Geneva to meet the family and negotiate the 
return of the panels”.183 The resulting agreement meant that the New 
Zealand Government paid $4.5 million to the Ortiz family which 
is more than 750 times the price that was originally paid. The case 
of the panels has led to “the development of international law on 
the illegal trade in cultural objects”,184 but as the treaty was not yet 
created when the panels and other taonga were taken this has lead 
to a large investment of money and time to return the taonga home. 
The panels were originally retuned to Te Papa temporarily,185 but they 
are now permanently displayed within the Puke Ariki Museum in 
New Plymouth, reconnected with the people of Taranaki.186
181  Ministry for Culture and Heritage, “Motunui Panels Returned to New 
Zealand.”
182  Ikram, “Art Matters: Stolen Taonga Returned to Taranaki after 40-Year 
Fight.”
183  Ministry for Culture and Heritage, “Motunui Panels Returned to New 
Zealand.”
184  Ikram, “Art Matters: Stolen Taonga Returned to Taranaki after 40-Year 
Fight.”
185  Ministry for Culture and Heritage, “Motunui Panels Returned to New 
Zealand.”
186  Ikram, “Art Matters: Stolen Taonga Returned to Taranaki after 40-Year 
Fight.”
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Figure 27. Querini Stampalia foundation stairs (Image by Luca Onniboni)Figure 26. Sketch by Author based on information in Architecture New Zealand, The Designing of Te Papa
Water Precedents
Access via water
The Concept Design of Te Papa
Location: Wellington, New Zealand. 
Architect: Jasmax
Year: 1988
The conceptual design idea of waka being able to sail into the building 
helped to push this project. Jasmax initial conceptual design for Te 
Papa involved the creation of a water inlet that created a potential site 
for waka to be able to launch from the building. The inclusion of a 
pedestrian access across the inlet was created to strengthen the link 
between the built form and the water.187
187  New Zealand Institute of Architects, The Designing of  Te Papa : Examines Te 
Papa’s Concepts, Design, Structure. (Kingsland: AGM Publishing, 1998), 16.
Museum Querini Stampalia Foundation Stairs
Location: Venice, Italy.
Architect: Carlo Scarpa.
Year: 1949
These stairs and gate design show how it is possible to design for 
changing water levels. As seen here the space can be used when there 
is no water. When the water level is high the gates open allowing the 
boats to sail in from the canal into the space and letting off passengers 
at whatever stair is appropriate for the new water level. This design 
accommodates the changing tide level, while still allowing the space 
to be functional. The idea of the design being able to be used in 
differing water levels is key in this project.188
188  Luca Onniboni, “Museum Querini Stampalia Foundation by Carlo Scarpa,” 
2015, https://archiobjects.org/museum-querini-stampalia-foundation-carlo-
scarpa-venice/.
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Figure 30. Puukenga Ceremonial Enterance (Image 2 by Author)
Figure 29. Puukenga Ceremonial 
Enterance (Image 1 by Author)
Figure 28. Pukenga Plan (Designed by Rewi 
Thompson)
Water Thresholds
Puukenga 
Location: Auckland, New Zealand.
Architect: Rewi Thompson
Year: 1993
Puukenga’s design separates tapu and noa facilities. Tapu spaces 
are offices, classrooms, and a ceremonial entrance. Noa spaces are 
washrooms, a space to remove shoes, and an informal entrance. 
The design represents male and female and their roles in Māori 
society through material selections. The baskets of knowledge are 
represented through the design of three classrooms. The designer 
Rewi Thompson talks about how customary protocols drove the 
design of the building. The design complex accommodates both the 
cultural and educational requirements. The cultural activities are 
mostly preformed in the neighbouring Te Noho Kotahitanga meeting 
house designed by Lyonel Grant. As a part of the ceremonial entrance 
there is the inclusion of a man-made stream running alongside the 
space and a dedicated space for visitors to remove their shoes. All 
the above features are important within this project, this precedence 
shows how someone else has achieved it.189
189  Deidre Brown, Māori Architecture : From Fale to Wharenui and Beyond 
(Auckland: Raupo, 2009), 148-149.
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Figure 32. Church Center Mother Teresa from Kalkutta (Image by 
Alessandra Chemollo)
Figure 34. Water Temple Plan (Image by Kieran 
Donnellan)
Figure 33. Water Temple (Images by Kieran 
Donnellan)
Figure 31. Sikh women wash their feet before entering Darbar Sahib in Amritsar, India, (Author Unknown)
Gurdwara Water Thresholds
Part of visiting a Gurdwara, a place for worship for Sikhs, involves 
visitors washing their feet, and to aid in this process some have 
included the design of water thresholds for the visitors to walk 
though.190 This idea of a water threshold one can touch and interact 
with, influences this project through the use of water as a part of the 
cleansing architectural aspects.
190  Sukhmandir Kahalsa, “5 Conduct and Worship Tips to Know When 
You Visit the Sikh GurdwaraNo Title,” Learn Religions, 2019, https://www.
learnreligions.com/conduct-and-worship-tips-sikh-gurdwara-2993097.
Church Center Mother Teresa from Kalkutta
An aesthetic precedence 
for the inclusion of pebbles 
within the water thresholds, 
adding depth to the pools 
and a more varied colour 
palette than a flat floor 
consisting of one material.
Water Temple 
An aesthetic precedence for the use of wooden steppingstones in a 
pool of water, allowing the building materials to retain their light 
quality compared to using stone.
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Figure 36. Te Wharewaka Site Plan (Drawing by Architecture Plus)
Figure 35. Waka sales past Te Wharewaka (Image by Architecture Plus)
Architectural Precedents
Te Wharewaka – Wellington
Location: Wellington, New Zealand
Architect: architecture +
Year: 2005
Te Wharewaka was designed to accommodate the waka along with 
other functions that support the use of the waka. The design of this 
building allowed for a reinvigorating of the Māori presence on the 
Wellington waterfront, which had previously decreased. The building 
also has the capacity to tell the stories of the surrounding landscape, 
especially the pa that was located around the harbour. 
The design includes strong spatial relationships with the surrounding 
area including the Convention Centre, the sculpture of Kupe, and an 
ambulance building. Although the main purpose of the building is 
to house and display the waka, the architects (architecture +) hope 
that the presence of this building on the waterfront will help aid the 
cultural development of Wellington.
The exterior wrap of the building was conceived as a cloak that will 
protect the building, as a cloak protects the human body. This cloak 
provides environmental control to prevent over-heating through 
shade design. Although the cloak wraps the building, it has been 
designed to facilitate access and allows for view into and out of the 
building while also providing closure where needed. The sculptural 
design of the cloak adds to the buildings interest, changing the 
appearance of the building based on the viewer’s angle.191
191  Architecture Plus, “Te Wharewaka,” 2011, http://architectureplus.co.nz/
public/wharewaka/.
63
Figure 38. Islamic Funeral Pavilion Building (Image by Teo Krijsman)
Figure 37. Islamic Funeral Pavilion Plan (Drawing by Atelier PUUUR Architects)
Islamic Funeral Pavilion 
Location: Amsterdam, Netherlands.
Architect: Atelier PUUUR
Year: 2012
This design is the first in the Netherlands to provide the full range 
of facilities required for Islamic burial rites; providing for a dignified 
farewell and burial. Muslim organizations of diverse ethnicities were 
a part of the design process from an early stage. The design provides 
for orientation towards Mecca. Special landscape design and view 
considerations were made to create a paradise for visitors and prayer. 
Natural light is a large design driver; using skylights and light building 
materials, the light is diffused throughout the building, and the design 
of a special wall mosaic is in response to Islamic ornamentation.192
This design has similar angles to 
that proposed by this project, but the 
box is on the outside. Similar spatial 
design could be used to make use of 
the angles created by the joining of 
the two shapes. This project along 
with those above helps show the 
importance of including cultural 
aspects within building design. 
192  Atelier PUUUR, “Islamic Funeral 
Pavilion / Atelier PUUUR,” ArchDaily, 
2013, https://www.archdaily.com/318309/
islamic-funeral-pavilion-atelier-puuur.Figure 39. Islamic Funeral Pavilion (Image by Teo Krijsman)
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Design Process
The design is influenced by the research in the following ways; there 
must be a clear path for tohunga to walk during ceremonies, and 
the design of levels must be carefully considered as “the head is the 
most tapu part of the person.”193 Out of respect to tikanga and tapu 
the architecture must not allow people to stand over another’s head. 
Manaakitanga is also a part of the design through storage facilities 
and large open spaces to allow for visitors to stay if they wish, while 
providing food and washroom facilities.194  The design must allow 
for the balance of tapu and noa to drive it. Food preparation and 
consumption must be specifically designed for as food is prohibited 
in a tapu environment.195 The four cleansing checkpoints that are 
a part of all the following iterations were a key design driver from 
the beginning. The four cleansing checkpoints are: a carved arch, 
representing the two tohunga who resided on the island first, the 
design of an atea/courtyard to accommodate cultural events, a 
carved pole highlighting the cleansing significance of the water, 
and the project must be orientated to the east in acknowledgement 
of Hawaiki,196 along with the front door design being orientated to 
the rising sun. Site research considerations include the rehabilitation 
project and how this affects the site, this includes the pre and post-
colonial history, and the key aspects of the surrounding landscape, 
namely the Manukau Heads, Waitakere Ranges, and Ōtuataua 
193  Mead, Tikanga Ma ̄ori, 104.
194  Mead, Tikanga Ma ̄ori, 104.
195  Mead, Tikanga Ma ̄ori, 76.
196  Brown, Māori Architecture : From Fale to Wharenui and Beyond, 54.
Stonefields. Tidal consideration also affects the design as there 
will be times, such as; during low tide and when there is no water 
surrounding the building. Another important consideration in the 
design is the importance of water for the cleansing function, as well 
as providing access to sea and fresh water for this. Cleansing occurs 
specifically within the main building, but as the design focuses 
around water there are several points and options one can chose 
to interact with the water, allowing the cleansing experience to be 
customised to the individual.
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Figure 40. Linear Relationship Diagram (Image by Author)
Relationship Diagrams 
Both systems have issues because they need two lobbies which seems 
unnecessary. It would make it harder to control food, people, and 
taonga access. The linear model also requires two points of contact 
with the mainland for taonga entry and exit. This vision would be 
enriched by focusing on the importance and design of one main 
connection to the mainland. A fully circular system does not work 
either because there is a loss of the axis which aids the procession 
requirements used in ceremonies described in the state of knowledge.
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Figure 41. Circular Relationship Diagram (Image by Author)
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Figure 42. Final  Relationship Diagram With Circulation (Image by Author)
69
Final Relationship Diagram
Cleansing areas will use the cleansing properties of water, and 
different levels will be used depending on the degree of separation 
needed between the spaces and the levels of cleansing the person 
transitioning between the spaces and the levels of cleansing the 
person transitioning between the spaces needs. A combination of the 
linear and circular systems works for this allowing the ceremonial 
axis to be retained and one central cleansing space for when staff go 
into different areas, thus protecting both the staff and the taonga. 
The thick grey line seen in the diagram is to show how food must be 
kept separate from the main programme because of its tapu nature. 
The diagram allows for separate worker spaces by gender roles, that 
will be dictated by iwi preference for who can work on their taonga.
Public access would will be controlled and their arrival planned and 
conducted correctly. The public will need to ask to visit the center 
and gain permission before entering. Multiple entries onto the site 
are needed for food and taonga so their paths never cross. The 
arrival of staff and guests will be different as the staff will be able 
to head straight in, as they have been previously welcomed but the 
guests will need to follow the axis and procession regulations as they 
are welcomed in to this sacred place. The cleansing spaces will be 
thresholds that allow people to begin working in a tapu environment 
and then to go through the cleansing space again when they are 
done, allowing them to continue with their lives outside of the tapu 
environment. 
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Figure 43. Different Levels of Separation (Image by Author)
Different Levels of Separation 
Use of thresholds to aid in the balance between tapu and noa and separation of key elements, both within the design of the building and space. 
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Figure 44. Elevation Design (Image by Author)
Elevation Design 
Elevation design will be carefully considered within this project and 
the pros and cons weighed up carefully. In Māori design status and 
Mana and Tapu are associated with floor levels, however; this is only 
a concern if the floor level is over your head, such as; seen in the 
first option. If the levels do not exceed the head height, elevation 
can be used without concerns over status.  The status could be used 
within the design as a method of separating the taonga by levels of 
importance, but other issues could arise from this, therefore, it would 
be wise to keep everything on the same level as much as possible. 
This makes Puketutu Island a viable choice as there is more flat space 
available to build, resulting in no levels being needed, but the design 
could perch on the side of Somes Island and be built into the water.
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Figure 45. Relationship Diagram Plan (Image by Author)
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Building Design
The following section includes different design iterations of the 
project with a brief analysis of each. Based on the initial relationship 
diagram, this was the first attempt at translating the diagram into 
the form and shape of a possible building layout. This highlighted, 
although the plan worked formally, the octagonal shaped centres 
would cause problems, although drawn before the site was chosen, 
the plan evolved to minimise the number of individual buildings 
making less of an intrusion on the beautiful landscape. This sketch 
did, however, enable the key ideas to be laid out in a way that has not 
been altered much throughout the iterative process. The main arch, 
courtyard, pole, front door configuration, as a part of the cultural 
procession into the building, are the elements around the main 
checkpoints to aid in spiritual cleansing. 
Pro: Allowed the processions checkpoints to be worked out and how 
the different programmatic relationships could be transformed into 
built space.
Con: Complex spaces and large amounts of building that is not 
needed.
Reflection: This was a key sketch in working out the key elements 
allowing for the following iterations to be other methods of working 
out, coming closer to a final layout for the main buildings rather than 
the spatial relationships.
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Figure 46. Site Sketch, Sun Study (Drawing by Author)
Figure 47. Iteration 1.1 (Drawing by Author)
Site sun and wind study. Visual representation of the key design 
elements of sun and wind that allow for these two design elements 
to be considered with all iterations as the following sketches were 
created on tracing paper on top of this information.
How this resolved the previous iteration con: this simplified 
programme into fewer spaces, bringing in key site views in the 
landscape into the building design due to their importance to the 
design. Also, trying to simplify the building functions/programmes 
together into the same space allows for less built space through the 
creation of zones, this sketch also investigates possible circulation 
options, and how all zones link into the cleansing zone, but they can 
link in programmatic sequence to each other. 
Pro: allowed for less built intrusion on the landscape, and a more 
simplified design.
Con: No building layout showing; just used for figuring out the 
zones and how they can relate to each other.
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Figure 49. Iteration 1.3 (Drawing by Author)
Figure 48. Iteration 1.2 (Drawing by Author)
How this resolved the previous iteration con: The creation of 
built space, with the addition of walls and a formal plan allowed for 
the first stages of analysis of a building, and how physical spaces 
interact with each other while allowing for the programme to occur 
within the building.
Pro: This sketch is changing the zones into a possible building layout. 
This idea highlighted the importance of having a central cleansing 
zone within the building configuration. 
Con: The issue highlighted within this sketch was that the circulation 
in it causes difficulties for longer/larger taonga to be able to navigate/
move within the space causing problems for staff trying to move 
taonga between the different zones as a part of building function.
How this resolved the previous iteration con: The width of the 
circulation route for the taonga was a main issue this sketch aimed 
to resolve. This resulted in the wider circulation paths seen above. 
Description: This sketch also investigated which direction the 
waka would be using to come into the site to deliver the taonga. The 
continued use of an extended path along the east west axis was the 
stronger option.
Pro and con: Although this solved the movement of the taonga into 
the building, there were still problems in the building between the 
zones, such as getting the large taonga from the quarantine zone into 
the restoration/conservation zone. Although there was consideration 
of a possible crane that could pick the taonga up and over the central 
cleansing zone on a track that joined the two spaces.
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Figure 51. Iteration 1.5 (Drawing by Author)Figure 50. Iteration 1.4 (Drawing by Author)
How this resolved the previous iteration con: Further 
consideration into the movement of large taonga within the space. 
This proved to create a more circular path. 
Description: This design brought the idea of light into the 
architecture to strengthen the ideas of tapu through the design, 
as the rising of the sun/light levels help to lift the tapu during a 
dawn ceremony. The building design used this idea of differing light 
levels to help strengthen the idea of the lifting of tapu based on the 
different programmes within the spaces. This sketch also developed 
not only the approach of taonga from previous iterations but also the 
approach of people, and how the two can interact with each other.
Pro: The circulation path works better than previous iterations. 
People and taonga movement through the building is considered.
Con: For the large taonga circulation path to work, the building must 
grow in size to accomplish it, causing similar issues to the earlier 
iterations about built space size.
How this resolved the previous iteration con: The combination of 
the cleansing, welcome, and meeting zones into one adaptable space 
allowing for less built space.
Description: This iteration is the first version of separating the tapu 
and noa spaces into different sections of the site (with the island 
peninsula in the middle) thus reinforcing the balance of tapu and noa. 
All of the buildings within the complex are orientated with a strong 
east west axis due to cultural requirements of the front door being 
touched by the rising sun, excluding the bathrooms highlighting how 
they are not a vital part of the spiritual and cultural aspects but purely 
there for functional purposes and mannaakitanga requirements. 
Removing the bathroom from the system by putting it on the north 
south axis and away from the main complex aids this.
Pro: The balance of tapu and noa, the combination of more zones 
into an adaptable space, simplifying the plan further. The quarantine 
zone being the most tapu of the three main buildings is located to the 
south, the main larger building shades the quarantine zone, creating 
a darker space. This responds to the idea of using light levels to 
represent the differing amounts of tapu within the spaces, influenced 
by the use Dawn Ceremonies use of the rising sun; as the light level 
increases the tapu level lowers.
Con: Still figuring out where the working zone should go.
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Figure 53. 5m Grid Layout (Drawing by Author)
Figure 52. Iteration 1.6 (Drawing by Author)
How this resolved the previous iteration con: The use of light levels to 
represent the differing levels of tapu within the architecture was pushed 
further with the creation of the working zone. The three levels within the 
main complex represent the taonga’s journey through the architecture. The 
darkest zone is the quarantine/assessment area as this is the first location 
the taonga comes to after the ceremony is completed to begin its journey 
home. The lightest zone is the main building as this is where the taonga will 
leave the complex and reunited with its people. The main building is also 
the lightest zone as it is where people need to pass through before they can 
go back to their daily lives, thus the tapu must be lifted before they do so. 
The working zone seen within this sketch is located to the north of the main 
complex, the design of the space will aid in controlling the light level to be 
between the two spaces mentioned above creating a medium light level. 
This space has a medium level as it is the second zone the taonga visits on 
its journey enabling its return.
Pro: Reiteration of the cultural checkpoints to make sure they still work, 
along with the completion of a basic zone plan for how the building complex 
can work with the cultural aspects that define this project as research earlier 
within the literature review.
Con: The layout of the complex is cramped and the spacing between 
buildings need a more logical reasoning to strengthen the design.
How this resolved the previous iteration con: The use of a 5m 
grid to help space out the buildings created a better spaced layout of 
the complex with links into key lines taken from the angles of key 
aspects within the landscape. 
Light Blue: North/South Axis
Dark Blue: East/West Axis 
Green: Entrance to the harbour, Waitakere ranges, Manukau Heads 
(central angle between all three)
Pro: A better spaced design that is also more visually appealing 
than the last making the design feel more developed. This helped 
the author continue developing the design and overcome a design 
block.
Con: The box shapes need further development.
Figure 54. Sun Study Model (Images by Author)
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Sumer Sunrise    Winter Sunrise
   
Summer Noon    Winter Noon
   
Summer Sunset    Winter Sunset
From the previous iteration a mass model was created to test the light levels idea and how the sun interacts within the design. 
This was used later to help design the openings. The heights of the masses within this model have been altered in the design in 
the following iterations by using levels to reinforce the idea of the spiritual planes as seen in iteration 1.2 of the next drawing set.
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Iteration 3.6 by Author
Iteration 3.5 by AuthorIteration 3.4 by Author
Iteration 3.3 by Author
Iteration 3.2 by AuthorIteration 3.1 by Author
How this resolved the previous iteration con: Scale was increased 
to help design at a more detailed level. This was the first attempt at 
adjusting the box shape into something more site-specific, the design 
was created using view angles; adjusting the box to frame key views 
within the surrounding landscape. 
Pro: Framing of key elements within the surrounding environment 
make occupants aware of the significance of the location they are in 
and their connection with the environment.
Con: The design did not push the box shape far enough. Further 
development into the view angles and how they could affect the form 
of the building was needed.
Figure 55. Iterations  (Drawings by Author)
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Figure 57. Iteration 4.2 (Drawing by Author)
Figure 56. Iteration 4.1 (Drawing by Author)
How this resolved the previous iteration con: This was the first 
step onto pushing the box further by using the viewing angles to create 
shapes that wrap the box interior. The first sketch is an investigation 
of how it can be done for the main building. The second sketch is 
how this can then be translated into the rest of the complex. 
The chosen angles to include within the design are, the Manukau 
Heads, Waitakere Ranges, and the Ōtuataua Stonefields. These 
views were chosen due to their prominence in the landscape and 
being visible from the site, reinforcing the connection to these key 
landscape features.
Pro: The shape is now more influenced by the surrounding landscape, 
reinforcing the connection with the environment.
Con: Not to scale and not exact angles.
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Figure 59. Iteration 5.2 (Drawing by Author)
Figure 58. Iteration 5.1 - View Lines (Drawing by Author)
How this resolved the previous iteration con: the viewing angles 
were drawn onto a sheet of tracing paper allowing the building form 
to be transferred on a new sheet to scale and investigate the potential 
shape of the new forms. 
Pro: The views were added to the drawing as labels with small sketches 
of people for what it is predicted they will be able to see/their view 
lines caused by the architecture enhancing the interesting quality of 
the environment through framing different views in different ways.
Con: More iterations are needed to determine exactly which shapes 
work best as an overall scheme using the predetermined angles. 
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Figure 61. Iteration 5.4 (Image by Author)
Figure 60. Iteration 5.3 (Drawing by Author)
How this resolved the previous iteration con: These are two 
versions of potential forms. The east/west axis is the strongest 
angle due to its importance to both the rising sun, and the building 
orientation. It also connects through to a view of the Waitakere 
ranges. The next angle on the hierarchy is Manukau Heads followed 
closely by the Ōtuataua Stonefields.
Pro: Two viable versions created, which can be compared to find the 
best/most holistic solution. 
Con: Through using the grid in the last iteration set this created an 
unpredicted use, with the lines not being extended within the sketch 
this resulted in difficulty in creating relationships between the forms. 
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Figure 64. Plan Itteration 1.1 (Image by Author)
Figure 62. Iteration 5.5 (Image by Author)
Figure 63. Iteration 5.6 (Image by Author)
How this resolved the previous iteration con: The view lines were 
drawn in a thin line weight creating construction lines to help set 
up the drawing with the use of a thicker line weight to highlight the 
built elements. 
Pro: Along with the construction lines to help strengthen the 
relationship between forms, the circulation of taonga (green) and 
people(blue) was a key consideration. 
Con: The use of freehand lines created distortion in shape.
How this resolved the previous iteration con: The first sketch 
used technical drawing techniques to clean up the drawing now that 
the form is worked out to reduce the distortion by freehand lines. 
Pro: The form worked out and the relationships resolved allows for 
the planning of the interior to begin, as demonstrated within the 
second sketch.
Con: The first sketch became very analytical, but this allows for 
the planning stage to begin which will result in the form adjusting 
again to accommodate the building’s function while maintaining 
relationships between the built space, environment and programme.
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Figure 67. Critique Presentation Sketch Section 2 (Drawing by Author) Figure 69. Critique Presentation Sketch 3  (Drawing by Author)
Figure 66. Critique Presentation Sketch Section 1 (Drawing by Author)
Figure 68. Critique Presentation Sketch 2  (Drawing by Author)Figure 65. Critique Presentation Sketch 1  (Drawing by Author)
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Figure 70. Critique Presentation Photo (Image by Author)
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Figure 71. Section 1 with more detail (Drawing by Author)
Figure 72. Section 2 with more detail (Drawing by Author)
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Figure 73. Plan with openings worked out (Drawing by Author)
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Conclusion
This architectural design project was completed as an attempt to 
merge the cultural and technical building requirements to aid in the 
return of taonga to the iwi of Aotearoa/New Zealand. 
The research did not follow the path that was initially anticipated, 
resulting in the project adjusting to meet these changes. It was 
initially expected that the research would follow a technical and 
cultural path guided by discussions with curators and Māori cultural 
advisors. However, due to unforeseen circumstances, the Māori 
advisors replied more often to requests for discussions, and resources 
on the cultural aspect of this project were readily available. Books 
were used more often than websites since the depth of knowledge 
was more thorough within books, compared to websites which were 
only able to give a broad overview. This resulted in a research path 
that followed a more cultural, rather than a technical route. Due 
to these circumstances the project may lack in the technical side of 
the quarantine and conservation of taonga, while offering in-depth 
knowledge of the cultural aspects of this research field. The research 
has influenced the design side of this project in a more cultural way.
It was initially thought that tapu would play a major part in this 
project. With a deeper understanding of tapu, this consequently 
changed. The realisation that tapu is not black and white, but more 
fluid in its meaning and applications resulted in designing for the 
balance of tapu and noa rather than designing specifically for one or 
the other. Due to this fluidity the design needed to be able to adapt to 
meet iwi requirements, allowing them to control exactly what should 
occur in welcoming their taonga home. There are still specific design 
elements that can be used by all, such as the checkpoints, water and 
elevation design that drove the architectural response.
Overall this project has been a pleasure to pursue, giving me a new 
depth of cultural understanding and acknowledgement that will be 
beneficial living and working in this wonderful country. It needs to 
be understood that this project is a theoretical one. If this was ever 
considered to be realised, all iwi would need to be involved as soon as 
the project started and be a part of the design process from day one. 
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Main Points of Both Iwi Reports
Ngati Te Ata1
- That the people can contribute in decision making 
- That as kaitiaki they fulfil their obligation and responsibility 
to their people as custodians, protectors and guardians of 
our cultural interests and taonga.
- Appears more upset about the use  of biosolids on the site 
and advocates for alternative uses for the biosolids to be 
reinvestigated
- Argues the island is waahi tapu under the Manukau City 
Operative District plan, and that under the Regional Policy 
Statement sewage solids does not occur at any waahi tapu 
site
- Wants a more comprehensive study of the long-term risks 
of the project, and the worst-case scenario in terms of 
environmental and cultural effects.
- It is a significant archaeological valued site
- Cultural management plan to protect the sites heritage “now 
and into the future”
- “The philosophy [concept] of using biosolids to rehabilitate 
a waahi tapu site” pg.10
- “ensure access to waahi tapu sites for iwi.”
- Are concerned about possible pollution of the environment, 
the Watercare proposal does have methods but they are 
worried about a worst-case scenario and the proposal does 
mention they will be producing the same amount of pollution 
that is already produced
1  K.W.T Flavell, “Ngati TeAta Cultural Report” (Auckland, 2008), 1-16.
- “An educational heritage center to educate public on the 
heritage not only on Puketutu but how it interweaves with 
the other Māori settlements in close proximity.”
- “could become an iconic jewel again”
- “exotics can be carefully removed to re-expose Māori 
gardens.”
- “Puketutu has the potential to become Auckland’s prime 
example of Māori occupation and settlement patterns 
through guided educated public tours.”
- “Known as the island of Tohunga. Need to look at ways 
of re-establishing the tuahu [sacred altar] for ceremonial 
purposes when first visiting.”
Te Akitai2
- Preserve special heritage areas remaining
- Acknowledge kaitiangitanga including ceremonial events
- Enhance the values and significance of remaining waahi 
tapu on the island, including pa site, sacred ceremonial sites, 
burial grounds and caves
- Establishment of representative alters to represent what has 
happened in the past
- Ways to inform and educate all those who visit the island of 
the cultural heritage including the signage of place names 
and the history of places and events.
- Co-management of the site
2  Te Akitai, “Te Akitai Cultural Heritage Report”, 9-10.
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Iwi with claim to the island
• Tainui, Waiohua, Nga-Oho, Ngati Paoa, Te Taou, Ngati 
Whatua all have claimed ownership3
• Te Akitai; Ngati Te Ata; Ngai Tai ki Umupuia; Ngati 
Tamaoho; and Ngati Paoa.4 Those mentioned as having a 
claim in the reports
• The iwi consulted by Watercare
• Te Ahiwaru (Makaurau Marae)
• Te Akitai (Pūkaki Marae)
• Ngati Te Ata
• Ngati Whatua o Orakei
• Waikato- Tainui Raupatu Trustee
• Company Limited
• Ngai Tai
• Ngati Tamaoho
• Kawerau A Maki
• Ngati Paoa
3  Goldsmith, Puketutu and Its People, 10.
4  Te Akitai, “Te Akitai Cultural Heritage Report,” 8.
Puketutu Zoning Information
Old Quarry, Farming, Functions in the Homestead
Earthquake Zone = 1
Corrosion Zone = D, C in the centre only
Climate Zone = 1
Wind Region = A
Rainfall Intensity = 80-90
Wind Zone = Extra High and Very High in centre High for most of 
the island.
193 hectares5
5  Building Research Association of  New Zealand, “BRANZ 
Map,” 2019, https://www.arcgis.com/apps/webappviewer/index.
html?id=1bade5ce36a9459aa0de4bd5cecd6e36.



